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Abstract 
This thesis is situated within the paradigm of artistic research. It is a project in which the 
practice, processes and products of two-piano and piano duet performance constitute the 
research context, method and outcomes. The research was conducted through the activity 
of the Viney-Grinberg Piano Duo, of which the author is a member. The thesis is comprised 
of a folio of three artistic outputs in the form of recordings of musical performances, which 
are contextualised in a critical commentary.  
 
As a contribution to artistic knowledge, the thesis aims to “assemble” ideas and meanings 
around the recorded performances as a way of illuminating tacit knowledge embedded in 
the artistic objects, and to articulate implications of that knowledge for two-piano and duet 
performance. The research draws on the performative turn in musicology, construing 
performance as a creative rather than merely re-creative act, and recognising the 
ontological and epistemological potential of music performance as a knowledge outcome.  
 
Artistic research methods underpin the artistic outputs, which are discussed in relation to 
broader theoretical frameworks. The commentary interprets the outputs in relation to the 
work of scholars such as John Rink, Nicholas Cook, Vera John-Steiner and Edward Cone. The 
work of Henk Borgdorff, and the voices of Immanuel Kant and Theodor Adorno inform the 
conceptualisation of art and knowledge that underpins both the artistic outputs and the 
commentary.  
 
The thesis makes a contribution to new music, duo pianism, two-piano music, piano duet 
music, and Australian music. The primary contribution lies in aesthetic, tacit and non-
conceptual artistic knowledge in the form of the first recorded performances of twelve 
works, nine of which were commissioned by the duo. The commentary identifies certain 
types of knowledge particular to the performance acts, inscribed in the recorded 
performances, and contributes to thinking around the kinds of artistic and discursive 
knowledge performers can bring to the broader understanding of music.  
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In the context of the history of two-piano and piano duet composition, the research 
suggests that each medium offers both performers and composers alike a unique outlet for 
performative and compositional innovation. The concept of the “metapiano” underpins 
both the collaborative relationship between the pianists, and the musical structures that are 
composed and performed. Finally, the study suggests that in the context of new music, the 
development and use of vivid imagery is particularly important in creating first 
interpretations.  
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Definitions of terms used and abbreviations 
Artistic research – also known as artistic practice as research, practice-led research, and 
other terms, artistic research refers to research in which the artist and artistic practice are 
central to the context, methods and outcomes of the research. 
Duet – music for two pianists using four hands on one piano. 
Duo Pianism – used two ways in this thesis depending on context, often as shorthand for 
the overall activity of two pianists collaborating in both two-piano and four-hand settings, 
sometimes to refer only to two-piano activity.  
Piano Duo – a team of two individual pianists. 
Primo – the upper part in a piano duet. 
Secondo – the lower part in a piano duet. 
Two-piano music – music to be played on two pianos. 
VGPD – Viney-Grinberg Piano Duo.  
 
 
Fig. 2 The Viney-Grinberg Piano Duo, favoured two-piano setup. 
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Background 
This research has been conducted through my professional and academic work as a member 
of the Viney-Grinberg Piano Duo. The genesis of the Viney-Grinberg Piano Duo (VGPD) was a 
chamber music course experience during post-graduate studies at Yale University in 2002. 
My teacher, Professor and Head of Piano at the Yale School of Music Boris Berman, 
suggested that I work on piano duets for a semester with fellow student Liam Viney. After 
graduating, marrying and subsequently moving from New Haven to Los Angeles in 2004, we 
began playing more frequently as a duo. Perhaps due to our status as married pianists, it 
naturally occurred to concert presenters to ask us to perform as a pair. Yale professor and 
former President of the American Academy of Arts and Letters Ezra Laderman, whom we 
had known as students, asked us to premiere a new two-piano piece he had composed 
called Interior Landscapes. We gave its premiere at Steinway Hall in New York in 2006. It 
was the excitement generated for us by premiering a new and powerful work that led us to 
see duo pianism as a potentially rich artistic and professional path to pursue more 
deliberately. We became the LA Piano Duo, inspired by our adopted home city, our first 
name initials, and the name of another piece being written for us at the time – LA by Marc 
Lowenstein. In mid-2009, Liam was offered a position at the University of Queensland, 
Australia, and we re-located. Soon after, I was investigating the notion of embarking on a 
PhD and in 2010 the project commenced. In 2014 we published a book chapter in which we 
described our collaborative experience over the decade-plus span of our activity. Despite 
the early years of development from 2002-2009, this PhD’s boundary is marked by the 
commencement of formal research activity in 2010. 
 
Introduction to the project 
This document is the commentary component of an artistic project conducted through the 
performance of music for two pianos and music for piano duet. Over the period 2010-2016, 
I pursued a research agenda through the VGPD’s practice in the professional music world. 
The entwinement of practice and research is one of several ways in which the project 
reflects a broad conception of academic research, drawn from the work of Henk Borgdorff. 
In this type of research, the object, context and methods of generating knowledge and 
understanding are based in artistic practice (121). It embraces non-discursive ways of 
examining problems and relating findings, as well as unconventional methods. The term 
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artistic research has been chosen above other terms that are often used in this still-
emerging discipline to highlight artistic knowledge as the primary context of investigation, 
artistic (musical) methods as those most appropriate for this kind of investigation, and 
musical performances as the outcomes of the research. 
 
The folio of artistic outputs 
The primary contribution of this research is constituted by and understood through a folio 
of three outputs, with this commentary providing context and interpretation. The three 
outputs are: 
 
1. Piano Spheres – a recital given by the VGPD in 2011 at the Los Angeles series Piano 
Spheres. 
2. Four Hands – a CD recording of Australian works for piano duet, by the VGPD, 
commercially released in 2016 by ABC Classics. 
3. New Works – a portfolio output of seven new compositions for two pianos 
commissioned by the VGPD, recorded at live concerts in various contexts. 
 
The performances are presented in audio and audio-visual format throughout the 
document. It is recommended that the document be read in electronic form with live 
hyperlinks to videos. The basis of the performance-based epistemology is, following 
Borgdorff, the revealment of tacit, non-conceptual knowledge embedded in the 
performances (171), and in order to assess the research it is crucial for the reader to have an 
experiential relationship with the recordings. It is acknowledged that the assessment and 
judgment of artistic research outputs is considered a matter of debate, yet an appeal to the 
concept of intersubjective critique within the field of artistic research is made here (165). 
 
Evolution of the project 
The emphasis and focus of the research project has evolved over the research period. I 
explain this evolution in some detail here to give context and justify the artistic research 
paradigm I employ in the thesis. A flexible rather than rigid conception of the research 
process is considered appropriate within the artistic research paradigm. Sarah Rubidge 
observes that artistic research is not so much hypothesis-led as discovery-led:  
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Within the context of the above discussion, two two main types of research 
have become evident. The first is what we might call ‘hypothesis-led’ 
research (practice-based research), in which the research interrogates or 
tests pre-formulated questions and/or hypotheses. The second is ‘discovery-
led’ research (practice-led research and research into practice, through 
practice) in which the researcher enters an initially inchoate field, at most 
having a barely formed speculative question or hypothesis, then using his or 
her professional experience insights and skills, embarks of a research journey 
in which initially even the research pathway may not be clearly defined. 
(n.pag.) 
 
The discovery-led dynamic that Rubidge describes characterised the evolution of ontological 
focus the current study experienced. While this project has always been a PhD in 
performance (italics added), the precise object of research was initially obscured by the 
context of an emerging and contested field (most commonly referred to as practice-led 
research in Australia at the time of commencement). It took some time for the research 
object and outcome as artistic product to come fully in to focus. Initially, the research was 
designed around examining the notion of “metapiano” – examining the question of how two 
pianos combine in composition and performance to create new sonic structures. A review of 
academic literature on two-piano music in particular found an emphasis on the “orchestral” 
nature of both the repertoire and performative goals of many duos, see Lubin (2) and Blank 
(Clarity of Purpose 25). The motivation for embarking on the research process was a hunch 
that this “orchestral” notion needed updating in the context of the early twenty-first 
century. Instead of “orchestral” I prefer to use the term “symphonic” in this document to 
highlight the associative connection to a nineteenth century conception of ideal musical 
structure. Certain compositions from the past forty years suggested that other dimensions 
and relationships between the two pianos are being explored by composers, just as the 
symphony itself has been declining in dominance as a musical-cultural force in the face of 
new technologies, new styles, forms and genres. Such works include Karlheinz 
Stockhausen’s technology-imbued Mantra (1975) for two pianos and ring modulator, 
György Ligeti’s minimalism-inspired Three Pieces for Two Pianos (1976) and Enno Poppe’s 
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microtonal experimentation for two electronic keyboards in RAD (2003). The idea was to 
explore these “post-symphonic” works through performance, based on an conception of 
analysis built on incorporating a performer’s perspective, described by John Rink as a 
“performer’s analysis” (“Review” 323). The project was essentially musicological in nature, 
however, and the performances appeared to recede in importance. The focus was too much 
on analysing new works from a compositional perspective, making the planned 
performances afterthoughts to a traditional score-based analytical approach.  
 
In an effort to incorporate the planned performances into the research in a more tangible 
sense, the project turned toward an examination of the metapiano notion through 
processes behind the VGPD’s rehearsal and performance practices. The research object then 
became our working processes, again lacking an emphasis on the performances themselves. 
The research would have been fully understandable without recourse to the sounding 
object of the duo’s performances. This approach would have steered the project toward a 
music performance studies paradigm, rather than an artistic research study in the emphatic 
sense of the term. 
 
Through this stage of the process I co-authored a book chapter with my duo partner that 
examined our collaboration through the lens of Vera John-Steiner’s theoretical ideas around 
collaboration, and applied them to our Piano Spheres recital of 2011. Sections of that 
chapter are re-produced in Chapter Four. In addition to this, midway through my own study, 
Marilyn Blank published a substantial (non-performance) thesis that employed a 
comprehensive empirical approach to analysing the working methods of piano duos. My 
focus turned again toward how to best reconcile the academic and artistic responsibilities of 
a PhD in performance that was constituted by three major performances and a 20,000 word 
written submission. It should be noted here that neither of these early research directions – 
musicological analysis and working processes – was fully abandoned, and that both have 
been woven into the fabric of this commentary to some degree. Instead of developing a 
concrete theory around the metapiano concept, however, I focused on examining the 
metapiano as simply one performative phenomenon among several, within individual 
contexts and individual musical works. 
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It was, ultimately, Borgdorff’s work that clarified the basis of the kind of research I had truly 
been pursuing, after grappling with musicological and music performance studies issues and 
questions. Bringing together and updating approximately a decade of his own thinking 
around the topic, The Conflict of the Faculties identifies the basis upon which artistic 
artefacts (performances in this case) can be understood as research objects and outputs, 
the kind of knowledge they can contain, and how to understand and employ artistic 
methods to examine research questions and problems in this field. The discursive 
commentary then assumes a different role to that of a traditional thesis. Borgdorff cites one 
of Adorno’s insights as key to writing about artistic research: “thoughts and concepts… 
assemble themselves around a work of art, in such a way that the art object itself begins to 
speak under the lingering gaze of the thought” (154).1 It is the assembling of ideas and 
thoughts around the performances in this commentary that illuminates the artistic 
knowledge enclosed within those performances. The philosophical basis of this approach is 
outlined in more detail below. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                          
1
 Entäußerte wirklich der Gedanke sich an die Sache […], so begänne das Object unter dem verweilenden Blick 
des Gedankens selber zu reden. (Adorno 36) 
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CHAPTER ONE 
LITERATURE AND RATIONALE 
1.1 Background 
Due to the interdisciplinary nature of this research (combining performance with elements 
of musicology) and the resultant broadness of relevant literature, a traditionally synthesised 
and self-contained review of academic literature is not appropriate for this commentary. As 
an artistic research project, the musical context (including repertoire and recordings of duo 
and duets) is relevant. Relevant academic research includes studies on piano duos and their 
processes, and collaboration in music and beyond music. There has been a certain amount 
of research devoted to piano duos – their makeup, sociology, repertoire, and working 
processes. Literature concerning artistic research is addressed in the following chapter. 
 
1.2 Repertoire  
The context of repertoire for two pianos and piano duet is relevant to the current study, as 
it is through the performance of (mostly new) works that this thesis makes its primary 
knowledge contribution. Resonances occur between the new works in this thesis and works 
from the past, at the same time as the new works build new musical realities. Each of the 
nine commissioned works (and further three previously unrecorded works) represents a 
contribution to the world of new music. Our performances represent the beginnings of a 
performance practice in relation to those works and a broadening of the overall duo piano 
context. 
 
Ernest Lubin reflects a commonly held view in which the medium of piano duet is seen as 
domestic in nature, rather than public. In his survey of the duo and duet repertoire, he 
observes a general dichotomy between the more virtuosic genre of two-piano repertoire, 
and the more chamber nature of piano duettism (2). He extends these contrasting 
characters into public versus domestic qualities when he compares the active concertizing 
of two-piano teams with the preference for piano duettists to “limit themselves to the 
confines of the home” (189). There is reason to challenge this view of the piano duet as a 
subordinate medium. One of the broad themes in Daub’s history of duet performance (Four-
Handed Monsters: Four-Hand Piano Playing and Nineteenth-Century Culture) is the great 
richness of the piano duet as a cultural phenomenon throughout the nineteenth century. 
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Large-scale piano duet repertoire goes back at least to Mozart (particularly his F and C major 
Sonatas K497 and K521 respectively) and Schubert (Fantasie in F Minor op. 103, Grand Duo 
op. post. 140, and Lebensstürme op. post. 144 to name a few). It is true, however, that the 
twentieth century saw little attention given to the piano duet by major composers (as noted 
below, two-piano composition saw substantial innovations). This includes in the Australian 
context; a search of the Australian Music Centre’s comprehensive database produced a 
relatively small number of works for piano duet. At submission, that number is 122. Very 
few of those works were written in recent decades, fewer were by established composers 
and even fewer were written for concert performance by mature performers. The majority 
are written for children as pedagogical tools. This suggests a need to test the viability of the 
piano duet genre as an artistic enterprise in the contemporary context, and represents an 
opportunity for broadening the musical literature. 
 
Lubin’s observation that two-piano repertoire is more virtuosic and public is supported by a 
brief look at the repertoire. Large-scale two-piano works did not go out of favour between 
the eighteenth and twenty-first centuries (see Mozart’s Sonata for Two Pianos, K. 448, 
Brahms’ Sonata, op. 34b, Rachmaninov’s Suites, op. 5 and op. 17, Stravinsky’s Concerto for 
two Solo Pianos, Bartok’s Sonata for Two Pianos and Percussion, sz. 110, Messiaen’s Visions 
de l’ Amen and works by Stockhausen and Ligeti noted above). Despite the relative 
abundance of repertoire for two pianos as opposed to piano duet, however, there have 
been calls for more repertoire to be composed. In an article on two-piano performance, the 
duo Josef and Rosina Lhevinne state that two-piano playing is “practically virgin territory 
and this, perhaps, is its chief interest.” (809). Going on, they also refer to the symphonic 
character of two-piano music (italics added): 
 
The first need for the further development of two piano playing is new 
composers, with new works, which emphasize the distinctly symphonic 
character of the pianos. Most of the existing literature fails to do this. Rather, 
it treats the various themes in an easy, conversational style, permitting first 
one instrument and then the other to take the lead, with the result that 
endless repetition ensues….There is an immense field awaiting the composer 
who can adjust himself to writing for pianos while thinking symphonically. An 
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orchestral approach means more than simply an abundance of notes laid on 
with an over-generous hand! (809) 
 
Composers who responded to this challenge in the latter part of the twentieth century often 
did so with innovative compositions that pushed the boundaries of two-piano performance 
in ways that were not orchestral or symphonic in conception. Two-piano music’s potential 
for innovation is connected to its ability to generate significant textural complexity – partly 
due to the clarity and precision of attack combined with enormous resonance, and partly 
because of the virtuosity that can be achieved with twenty fingers. Steve Reich exploited the 
instrumental clarity and potential for complex new ideas that the two-piano medium 
provides in Piano Phase (1976) – the first attempt to have his phasing technique performed 
by human beings. Previously, it had only been used electronically in tape pieces such as It’s 
Gonna Rain (1965) and Come Out (1966). Other composers have written pieces for two 
pianos that often represent crucial turning points in their stylistic development. Examples 
include Ligeti’s stylistic move away from micro-polyphony with Three Pieces for Two Pianos 
(1976), Pierre Boulez’s use of integral serialism in Structures Livre 1, (1952), and 
Stockhausen’s seminal seventy-minute “formula” composition Mantra, (1970), which 
includes the use of ring modulators. 
 
1.3 Recordings as literature 
In a project such as this, the concept of artistic lineage (Nelson 35) would usually dictate 
that recordings constitute a primary literature for a performance research project. In this 
particular case two of the outputs involve new and mostly unrecorded music, and the Piano 
Spheres output is being critiqued as an act of programming rather than in terms of its 
contribution to the performance practice of the individual works involved (except for 
Diamond Morning, a commissioned work). A comprehensive overview of the recorded two-
piano and duet literature is therefore not necessary here. The issue of recordings is relevant, 
however, in the context of Australian piano duet repertoire; a search of the Australian Music 
Centre database suggests there are no commercially available CD recordings devoted 
exclusively to major Australian piano duet repertoire (at least, prior to this project’s 2016 
release on ABC Classics).  
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1.4 Duo pianism and research 
Despite duo pianism’s popularity among pianists, Blank observes that piano duos are not as 
frequently researched as other small ensembles, particularly the string quartet (Clarity of 
Purpose 28). Apart from Blank, the other major investigation into piano duos and their 
working processes is Hans Moldenhauer’s Duo Pianism (originally a doctoral dissertation), 
published in 1950. The book is in three main sections; an exploration of the history and 
development of two piano music and teams; analysis of a number of general themes to do 
with two-piano ensemble playing, such as partnership issues, dynamics, pedaling, phrasing, 
instruments and acoustics (using data from interviews with members of prominent two-
piano teams); and an overview of the standard two-piano repertoire, through which he 
briefly discusses musical stylistic features of the important compositions in the repertoire. 
Overall, the book provides a snapshot of a rich two-piano performing culture in the mid-
twentieth century. There is a wealth of information regarding the teams that were active at 
the time and their professional and musical beliefs and attitudes. It concludes with a modest 
overview of the two-piano repertoire. 
 
Blank (Clarity of Purpose) employed empirical methods to investigate the rehearsal 
strategies used by three professional piano duos in order to discover how they 
communicate in rehearsal and how this translates to the performance itself. The emphasis is 
on context and process, and the study revealed a “set of behaviours and methods of 
interpersonal communication” that were consistent across the three duos studied 
(abstract). Blank found a basic division of rehearsal time into basic playing or talking 
sections, with each duo employing different amounts of the two strategies, in association 
with other approaches where necessary. Ultimately, the research presented a framework 
for efficient rehearsal practice in the dyadic context of two pianists.  
 
Other previous research examined the relationship between members of piano duos, and 
identified two major strands; the socio-emotional and the professional (Blank and 
Davidson). The findings are relevant to this study to the extent that my duo reflects the 
findings of that research; while the VGPD’s socio-emotional relationship appears to be 
influenced by gender in the stereotypical sense, the professional relationship, in contrast, 
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exhibits a “musical androgyny.” The professional relationship includes matters of 
organization, administration, repertoire choice, interpretation, rehearsal and performance. 
 
A small number of articles relate to the practice of duo pianism for a non-academic and non-
professional audience. These articles originate from noted practitioners in the field such as 
Rosina and Joseph Lhevinne, Vera Brodsky and Victor Babin. The academic literature on duo 
pianism does not include artistic research projects of the type undertaken here. Issues from 
the existing literature of relevance to this project include working processes, especially in 
relation to the development of imagery and the conception of shaping in performance.  
 
1.5 Performance  
Recent literature on performance grows out of the so-called performative turn in 
musicology, and is relevant to the extent that it supports the performance focus of the 
project. Lydia Goehr’s influential The Imaginary Museum of Musical Works marked an 
important moment in the performative turn within music, and Nicholas Cook’s Beyond the 
Score is a more recent contribution (from 2013) to the work that frames this research. 
Goehr suggests that the concept of an autonomous “musical work” as an object separate 
from its performance is a recent development in musical history, and only came to 
prominence in the nineteenth century. Cook’s work proposes an understanding of music as 
process, moving away from musicology’s historical tendency to view it as object or product. 
As a process, it is inseparable from social and cultural contexts.  
 
In the context of the incorporation of a firmer performative dimension to musicological 
thinking, the sub-discipline of music performance studies has gradually taken shape through 
the fields of historically informed performance, the psychology of music and the relationship 
between performance and analysis (Rink, “State of Play” 38). Despite gains, little attention 
has been devoted to the particular ontological and epistemological contributions 
performers and performance can make through the prism of specific instrumental practices 
and contexts. Recent literature such as Mine Doğantan-Dack’s Artistic Practice as Research 
in Music: Theory, Criticism, Practice seeks to address this gap, as does her research project, 
Alchemy in the spotlight: qualitative transformations in chamber music performance. The 
latter explores live performance in the Western classical tradition from the perspective of 
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professional performers. She suggests that the originality of her project lies in making the 
live public performance the aesthetic and epistemological point of reference in performance 
practice. Preparatory processes acquire their full meaning in light of the ensuing live event. 
She suggests that it is the live performance that illuminates the path leading to it, rather 
than the other way around (“Art of Research” 37). To summarise, musicology has in recent 
years developed a more performance-centric ontology, and performance has been used to 
develop better understandings of performance preparation processes.  
 
1.6 Summary 
Most of the academic duo piano literature has focused on processes leading to 
performances rather than performances themselves. Research into performance focuses 
less on performance as an artistic research object unto itself, and more as a means of 
uncovering knowledge related to performance as a process. Very few studies examine 
particular performances and their relationship to aesthetic knowledge. In this overall 
context, a study which focuses specifically on the aesthetic knowledge generated by 
performative actions in duo and duet pianism has not been attempted. This lack of research 
focus on the artistic products of duo pianism provides an intrinsic rationale for this project.  
 
The two-piano repertoire has seen significant and innovative expansion in the twentieth and 
early twenty-first centuries, suggesting that the commissioning of new works constitutes a 
pathway to further innovation in the field. Conversely, the relative dearth of piano duet 
repertoire, especially in the Australian context, suggests that its viability as a site of 
innovation needs testing. The first recordings of the twelve works included in this project 
are an artistic response to those suggestions. Notions of two-piano and duet repertoire as 
“symphonic” and “chamber” respectively indicate the need for an artistic investigation of 
these claims. This connects with the notion of metapiano in both compositional structure 
and performance – the new ways in which composers conceptualise the potentialities of 
four-handed piano writing through structure generates the need for new approaches to the 
realization of those ideas in sound. Rather than representing gaps in the literature, I suggest 
these are artistic opportunities in relation to the musical and scholarly discourses around 
duo pianism. The “opportunities” identified in the literature, expressed as a list, are as 
follows: 
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1. Artistic research in duo pianism has focused on the practices, processes 
and sociology of piano duos. Very little research has been undertaken in 
which two-piano or piano duet products (such as recitals and recordings) 
are understood as research objects and outcomes in and of themselves, 
without reference to preparation or social processes such as 
collaboration between performers or with composers. 
2. Research has not addressed performative aspects of duo pianism in the 
context of specific performances. 
3. The notion of piano duet repertoire as primarily “chamber” or “domestic” 
requires updating. 
4. There are no major recordings of recent important Australian piano duet 
repertoire. 
5. The notion of two-piano music as primarily “symphonic” requires 
updating and exploration in the contemporary context. 
6. Innovation in the context of two-piano composition and performance 
appears to not yet be exhausted. 
 
These will be returned to after a discussion of the frameworks that this research is 
located within. 
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CHAPTER TWO 
CONCEPTUAL UNDERPINNINGS 
 
Informing the present study is Borgdorff’s approach to understanding artistic research: 
 
Artistic research seeks not so much to make explicit the knowledge that art is 
said to produce, but rather to provide a specific articulation of the pre-
reflective, nonconceptual content of art. It thereby invites ‘unfinished 
thinking’. Hence, it is not formal knowledge that is the subject matter of 
artistic research, but thinking in, through, and with art. (143) 
 
This chapter outlines the concepts that underpin artistic research, and then describes 
relevant critical ideas and models, including Rink’s performer’s analysis, Edward Cone’s 
notion of the critical role of performers, and perspectives on artistic epistemology borrowed 
from Kant and Adorno.  
 
2.1 Artistic research – background 
Due to ongoing debate over this kind of research, contextualisation and background is more 
of a necessity than in other disciplines. Nelson identifies 1980s Finland as the location of the 
earliest discussion (11), but apart from Gray, most of the literature has emerged since about 
2004.2 In recent years, artistic research has inched closer to achieving disciplinary status. A 
major development has been the creation of the Society of Artistic Research (SAR) in 2010, 
which publishes the Journal of Artistic Research (JAR). Borgdorff’s The Conflict of the 
Faculties represents an attempt to bring together the major strands of the previous decade 
into a comprehensive statement regarding the foundations, context and nature of artistic 
research. 
 
Various terms besides artistic research terms have commonly been employed to refer to 
this form of research, including practice as research (PaR), practice-led research (PLR) or 
practice-based research. The term artistic research has been more popular in European 
                                                          
2
 Borgdorff (2012) lists twenty-one books dealing with artistic research since 2004, to which should be added 
Nelson (ed., 2013) and Doğantan-Dack (ed., 2015) 
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countries to date, but has been employed here in an Australian context to highlight the 
centrality of art as the research object, process and outcome in this paradigm. Common to 
all thinking around artistic research is the crucial and defining role of the artist and artworks 
to the process and outcomes of such research. 
 
Most writers have been at pains to make clear that artistic practice is not always research, 
Schippers for example, writes: 
 
Although much music making involves research, the latter does not 
necessarily qualify all music making as research. Not every rehearsal is a 
research project and not all performances are research outcomes….much of 
what musicians do may certainly be high-level professional practice, but all 
does not necessarily constitute research. (2) 
 
This passage indicates the importance of artistic practice functioning as research only if 
intended to be so from the outset. Much of the debate that follows from that point entails 
the articulation of which further conditions must be met in order for artistic research to be 
accepted as such. Sceptical perspectives have been levelled at the ontology, epistemology 
and especially the methods of various artistic research projects and case studies offered for 
scrutiny in recent years (Borgdorff 4). 
 
2.2 Artistic research – definitions  
Prominent among the definitions of research that inform academia is one drawn from the 
Organisation for Economic Co-operation and Development’s Frascati Manual: 
 
Creative systematic activity undertaken in order to increase the stock of 
knowledge, including knowledge of humanity, culture and society, and the 
use of this knowledge to devise new applications. (30) 
 
Given such a broad definition of research, there is considerable freedom for academically 
defensible understandings of artistic research to be developed. Christopher Frayling’s 
influential Research in Art and Design proposed a model for differentiating three main types 
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of artistic research, to which Borgdorff makes slight modifications (37). Both are displayed in 
Figure 3. 
 
Frayling (1993) Borgdorff (2012) 
Research into the arts Research on the arts 
Research for the arts Research for the arts 
Research through the arts Research in the arts 
 
Fig. 3 Table comparing Frayling and Borgdorff, types of artistic research.  
 
The third and final category, research through or in the arts is the primary focus of this 
research project. This category generates the most controversy, suggested by the amount of 
attention it receives in the literature. It is the most emphatic form of the three, in that art 
and artistic processes lie at the centre of its objectives, methods and outcomes. It is based 
on a collapse of the traditional distance between theory and practice, and requires a 
combined researcher-participant role on behalf of the artist-researcher. There is often an 
overlap and lack of hard boundary, however, between research activities in all three of 
these categories. One well-known model that illustrates this fluidity is Smith and Dean’s so-
called iterative cyclic web. The model encapsulates the multi-directional nature of this type 
of research, which as they propose includes academic research, practice-led research and 
research-led practice (19).  
 
Finally, the comprehensive definition of artistic research offered by Borgdorff is the one 
adopted for this project: 
 
Art practice qualifies as research if its purpose is to expand our knowledge 
and understanding by conducting an original investigation in and through art 
objects and creative processes. Art research begins by addressing questions 
that are pertinent in the research context and in the art world. Researchers 
employ experimental and hermeneutic methods that reveal and articulate 
the tacit knowledge that is situated and embodied in specific artworks and 
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artistic processes. Research processes and outcomes are documented and 
disseminated in an appropriate manner to the research community and the 
wider public. (53) 
 
This definition satisfies standard definitions of research, and articulates the way aims, 
questions, methods and findings can be understood in a context whereby art is central to 
the process and outcome of the research. I will draw on this definition to define the 
research inquiry and outline my methodological approach in the next chapter. Before that, 
the next section takes a closer look at the underlying ontological and epistemological 
underpinnings of Borgdorff’s definition of artistic research. 
 
2.3 The ontology of artistic research 
Borgdorff articulates a range of categories that artistic practices and research may concern 
themselves with. He notes that artistic practices are primarily aesthetic practices, which 
may involve matters of taste, beauty and the sublime (45). He goes on to note that art’s 
multiple or ambiguous interpretive perspectives make it also a hermeneutic practice. The 
performativity of artistic practices is a major component too, in the sense that they “do 
something to us, set us in motion, alter our understanding and view of the world, also in a 
moral sense” (45). He also notes the emotive nature of art practices, which “speak to our 
psychological, emotional life” (45). All these perspectives may come into play through 
artistic investigation. 
 
Certain strands of music performance studies (such as the psychology of music 
performance, for example) are often more concerned with, or directed toward artistic and 
creative processes rather than outputs. Research into processes lends itself more easily to 
documentation and discursive translation for dissemination. A common criticism of the 
legitimacy of artistic research follows in that an artwork itself is harder to make objective 
assessments of in the context of traditional research paradigms. Borgdorff observes that 
accepting this stance risks a disappearance of the art itself from sight, “as if research in the 
arts has nothing to do with the art itself” (46). He observes that scientific and social facts 
concern themselves with different “kinds” of facts. Artistic facts, he maintains, can also be 
ascribed their own intrinsic status.  
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Borgdorff enlists the philosophy of aesthetics to define the status of artistic facts. He starts 
by evoking a sense of art’s immateriality, which stands in a paradoxical relationship with the 
materials of its communication. He writes that “research in the arts devotes attention to 
both: to the materiality of art to the extent that it makes the immaterial possible; and to the 
immateriality of the art to the extent that it is embedded in the artistic material” (46). This 
notion supports the weight given the artistic outputs as research products containing non-
conceptual and non-discursive forms of knowledge, embedded in the performances 
themselves, as presented here. 
 
Borgdorff and Nelson both highlight the importance of context. Artistic practices are always 
situated and embedded; they are, for Borgdorff, “saturated with experiences, histories, and 
beliefs” (Borgdorff 46; Nelson 27). Confronting this embeddedness in cultural terms is an 
important component of the work in this study, especially through the Piano Spheres and 
Four Hands outputs. 
 
2.4 The epistemology of artistic research 
The idea of artistic research concerning itself with the knowledge embedded within 
artworks is less controversial than the question of how that knowledge relates to traditional 
academic discourses. How can we understand and discuss that embodied knowledge if it is 
tacit and non-conceptual? Much of the writing in response to this question re-evaluates the 
split between theory and practice traceable to Greek antiquity. Borgdorff refers to the work 
of Gilbert Ryle, Michael Polanyi and David Carr, which thematicised this split in twentieth 
century terms as the difference between “knowing that” and “knowing how” (47). In The 
Tacit Dimension Polanyi describes the kind of knowledge that cannot be captured properly 
by language but comes to expression in action, even, according to Borgdorff, considering 
practical knowledge as the foundation of all knowledge (47). Borgdorff then outlines the 
many different ways non-conceptual knowledge has been analysed, by thinkers and writers 
such as Alexander Baumgarten, Frederich W.J. Schelling, Jacques Derrida, Jean-François 
Lyotard, and Gilles Deleuze (48).  
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Borgdorff offers two clues for locating the knowledge expressed through the performances. 
The first is Kant’s notion of “cultural value” (Kulturwert) – art’s capacity to “leave 
[something] over for reflection” and to “dispose [...] the spirit to Ideas” (100), or put 
another way, the quality through which art gives “food for thought and distinguishes itself 
from mere aesthetic gratification of the senses” (48). The second clue is Adorno’s “epistemic 
character” (Erkenntnischarakter), through which art articulates hidden truths about society 
(48). These two epistemic clues rationalise the current study and its attempt to connect 
artistic practice with broader themes. 
 
2.5 Performer’s analysis 
Part of the so-called performative turn as it pertains to musicology has been a re-evaluation 
of the relationship between performance and analysis. Rink has been one of the leaders of 
this development since his 1990 review of Wallace Berry’s Musical Structure and 
Performance. Rink’s notion of performer’s analysis describes those analytical perspectives 
that are unique to a performer’s experience, and how those perspectives can be 
incorporated within, and indeed influence traditional modes of musical analysis. The notion 
of performer’s analysis corresponds with my understanding of components of my own 
practice as a musician, especially in relation to the importance of shaping. While many 
musicians, including myself, use the idea of musical shape to refer to the surface-level 
expressive features of performing music, Rink also uses it the word in a broader sense – the 
way in which performers shape music at all levels of structure in ways that traditional 
analysis may not capture. His case study on Chopin’s E Minor Prelude (“State of Play” 41-48) 
provides a basic model for performer’s analysis. It draws together aspects such as: 
 
1. The piece’s generic character; 
2.  its performing history, (including recordings); 
3. (a composer’s) notational idiosyncrasies; 
4. stylistic features (drawn from an acquaintance with the rest of a composer’s output); 
5. structure as “shape”; 
6. the physical dimension. 
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These factors are “refracted” through the performer’s artistic prerogatives in order to arrive 
at a performance conception (48). Rink emphasizes that these are only a few of the possible 
research-based factors – performers usually weave many more understandings, images, 
analyses, ideas and perceptions into the refracted material (47). Rink regards this refraction 
process as the essence of interpretation, and refers to it as “shaping writ large” (48).  
 
For Rink then, performer’s analysis comes into play when a performer is developing an 
interpretation, (including an understanding of shaping as it pertains to a particular work). It 
can be understood as mode of analysis that incorporates analytical knowledge derived from 
a performer’s perspective, some of which is distinct from, but complementary of, traditional 
modes of musicological analysis. Of the many possible inputs into a performer’s analysis, 
various parts of the discussion below suggest that the use of vivid imagery is particularly 
important in performing new music, both for myself and for the VGPD. 
 
2.6 Pianist as critic 
Two of the three outputs presented here are in self-contained formats – a public recital and 
a CD recording. As opposed to the New Works output, which is a collection of commissioned 
works, these two outputs can be evaluated as a whole as well as in terms of constituent 
parts. This calls for comment on the dual curatorial and performative role of programming 
when undertaken by performers. 
 
Cone’s notion of the “pianist as critic” is important in the context of the Piano Spheres and 
Four Hands outputs. He describes the importance of critical awareness on the part of 
performers: “one can … view the performer as a kind of critic: to put it aphoristically: the 
performance criticizes the composition” (214). The curatorial role encompasses the 
generation of meaningful aesthetic and artistic knowledge through creative approaches to 
programming. 
  
2.7 Summary  
While the study does not aim to make a contribution to theory, the conceptual 
underpinning of the research rests on theoretical premises such as the ontological and 
epistemological perspectives provided by Borgdorff, Cook’s advocacy of performance as a 
32 
 
32 
 
prime site of signification, Rink’s performer’s analysis, and Cone’s notion of the performer-
as-critic to highlight the relationship between the tacit and non-conceptual artistic 
knowledge embedded in the outputs, and the broader academic context. 
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CHAPTER THREE 
AIMS, RESEARCH INQUIRY, METHODS 
3.1 Aims 
Before articulating the aims of the project, I reproduce the six “opportunities” identified in 
the literature review: 
 
1. Artistic research in duo pianism has focused on the practices, processes 
and sociology of piano duos. Very little research has been undertaken in 
which two-piano or piano duet products (such as recitals and recordings) 
are understood as research objects and outcomes in and of themselves, 
without reference to preparation or social processes such as 
collaboration between performers or with composers. 
2. Research has not addressed performative aspects of duo pianism in the 
context of specific performances. 
3. The notion of piano duet repertoire as primarily “chamber” or “domestic” 
requires updating. 
4. There are no major recordings of recent important Australian piano duet 
repertoire. 
5. The notion of two-piano music as primarily “symphonic” requires 
updating and exploration in the contemporary context. 
6. Innovation in the context of two-piano composition and performance 
appears to not yet be exhausted. 
 
Borgdorff’s definition of artistic research provides the basis of the current project, where 
“art practice qualifies as research if its purpose is to expand our knowledge and 
understanding by conducting an original investigation in and through art objects and 
creative processes” (53). The six opportunities identified in the literature review can be 
condensed into the following four aims (opportunities 3 and 4 are combined, as are 5 and 
6). 
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1. To conduct artistic research in the context of duo pianism (both two-
piano and piano duet performance) that results in artistic artefacts in the 
form of recorded performances as the primary outputs. 
2. To explore the potential for specific duo piano performances to generate 
meaning and knowledge through performative acts. 
3. To examine the nature and character of Australian piano duet 
composition and performance in the contemporary context, to facilitate 
further innovation in the medium, and to thereby challenge the notion of 
duet performance as merely “chamber” or “domestic”. 
4. To examine the nature and character of two-piano composition and 
performance in the contemporary context, to facilitate further innovation 
in the medium, and to update the notion of two-piano performance as 
primarily affording “symphonic” musical structures.  
 
The aims of artistic research are oriented toward two separate but related goals; knowledge 
contributions in the world of art as well as academia (Borgdorff 146). This project aims to 
contribute to the world of art through the performed realisations of musical works, with an 
emphasis on new and previously un-recorded works. It aims to contribute to the world of 
academia by discursively articulating the aesthetic contexts, aims, processes and knowledge 
underpinning those performances. 
 
3.2 Research inquiry and questions 
Again acknowledging Borgdorff’s definition of artistic research, “art research begins by 
addressing questions that are pertinent in the research context and in the art world” (53), 
the following questions meet the criterion of dual relevance to research and art worlds. 
Nelson suggests that the term research inquiry is often more appropriate than research 
question for this type of research (30). In formulating the aims of this project as questions, I 
find that the first aim is better translated as a research inquiry, an umbrella that 
incorporates three more specific questions. The broader research inquiry can be articulated 
thus: 
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What new artistic meanings, understandings, and types of knowledge accrue 
through the performances and recordings in this study, and how are they 
articulated? 
 
The broader inquiry is then underpinned by the following questions (corresponding to Aims 
2-4): 
 
1. What kinds of knowledge are generated by duo performance in Piano 
Spheres, both artistically and in relation to broader themes? 
2. What kinds of knowledge are generated by a full-length CD of exclusively 
Australian piano duets? 
3. What kinds of knowledge are generated by the performance of new 
works for two pianos?  
 
Finally, in recognition of the non-traditional nature of artistic research, these three 
research questions are re-formulated as research projects: 
 
1. Explore a larger theme through a two-piano performance.  
2. Explore new and un-recorded Australian piano duet repertoire through a 
CD recording. 
3. Create a performance portfolio of new compositions for two pianos. 
 
3.3 Methodology 
Borgdorff’s definition of artistic research maintains that “researchers employ experimental 
and hermeneutic methods that reveal and articulate the tacit knowledge that is situated and 
embodied in specific artworks and artistic processes” (53). This conception of artistic 
research allows for the experimental processes that art practices involve, as well as the 
participation in practice by the researcher. It highlights that while the research is generally 
conducted by the artist, the research must be relevant to the broader worlds of art and 
research (rather than purely related to or benefiting their own practice). The experimental 
category of this definition corresponds to the artistic outputs in this project, and the 
hermeneutic category is reflected in the commentary. The somewhat distinctive 
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combination of experimental and hermeneutic methods in artistic research is applied to 
specific artworks as research objects. In this project, the experimental mode is the process 
by which tacit artistic knowledge is created in performance and performance preparation, 
and the hermeneutic mode is employed to interpret the results and outputs of that process.  
 
This project rests on the understanding that the many and varied methods that inform an 
artistic output are inseparable from art practice. Each folio output was developed through 
innumerable artistic methods, including but not limited to hundreds of hours of individual 
practice and rehearsal sessions as a duo, self-recorded mock performances in the studio, 
intensive and sustained discussion between members of the duo, intersubjective feedback 
from peers in the professional and academic worlds at numerous performances, note taking 
in rehearsals, score-based annotations, diarising, communicating with composers, and work-
shopping with composers. These methods represent artistic research versions of social 
science methods such as participant observer, auto-ethnography, narrative inquiry, and 
Schön’s reflection both “in” and “on” action (49-69, 275-83). Action research also has 
resonance here, as the rehearsal model follows the systematic iterative evaluation of run-
throughs and performances, and the subsequent development of strategies to improve 
practice.  
 
In artistic research of this kind, the methodological approach is not hypothesis-driven and 
nor is it subjected to empirical forms of data analysis. It becomes the role of analysis to 
determine the effectiveness of those methods and articulate the nature of knowledge 
derived by them. As a thesis in which the critical commentary is limited to 20,000 words, 
and in which the artistic outputs are the emphatic object, context and output of the 
research, traditional qualitative analysis is not an appropriate approach either. As an artistic 
research project that emphasises the artistic outputs and the interpretive evaluation of 
those outputs in a theoretical context, documentation of the processes involved is not 
included in this commentary. The methods employed are to a certain extent self-evident in 
the outputs, interwoven as they are into the quality of those outputs as assessed and 
validated by peers in an intersubjective sense. The commentary relies on conceptual 
frameworks for discursive elaboration and interpretation of the outputs. It is offered as a 
reflective analysis, and is written from my perspective as a performer incorporating 
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autoethnographic and narrative approaches. DeLysa Burnier recommends in this type of 
research context that the “tone is both personal and scholarly, both evocative and 
analytical, and is both descriptive and theoretical” (414). Stephen Emmerson’s Evoking 
Spring in Winter provides a model for autoethnographic writing from a performer’s 
perspective. In it, he works through a complex, multi-faceted, and always-evolving 
relationship to the interpretation of a single song from Schubert’s Winterreise. This model 
informs some of the writing in subsequent chapters here. 
 
3.4 Methods 
All writers noted above acknowledge that the methods of artistic research are drawn from 
artistic practices. Accordingly, my methods were rooted in the practices of duo pianism. A 
discovery-led approach to methods and project design was inevitable, as was the 
impossibility of designing a fully worked out timetable. This was partly due to the inability to 
predict which composers would accept a commission, when they would deliver the 
commission, where we would perform the commissioned works, whether a major concert 
series would allow an adventurous program to be presented, and whether the CD project 
would be successful in terms of being accepted for commercial release by a major label. 
 
Despite a degree of uncertainty, a strategy involving an ambitious number of performances 
was mounted (not all of which were intended to be included in this research explicitly, but 
most of which related to it in some way) and an extensive commissioning program was 
employed, based on the assumption that the most compelling forms of artistic knowledge 
would emerge from the strongest artistic practice. Many leads were pursued in terms of 
composers, series’ and recording opportunities. From 2010-2016 the VGPD gave over ninety 
performances, mostly in Australia, but also in the United States, China and Israel. These 
performances included national radio broadcasts, world premieres of new works, recitals at 
concert series of prominence in the United States, and at major festivals in Australia such as 
the Queensland Music Festival, the Bangalow Music Festival and the Canberra International 
Music Festival. Methods and design therefore crystallised in the context of intensive artistic 
and professional activity. Particular projects coalesced around the research questions and 
formed the folio outputs that constitute this thesis. 
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To address the first research question and project, I developed (in conjunction with my duo 
partner) a recital program that specifically investigated the relationship between musical 
structure and a broader theme – in this case, collaboration. This recital program was 
presented at the Piano Spheres series and constitutes the Piano Spheres output and the 
chapter in this commentary, Chapter Four. To address the second research question and 
project I developed (in conjunction with my duo partner) a program of Australian piano duet 
music that included a commissioned work, and resulted in a CD recording. This recording 
constitutes the Four Hands output, and is discussed here in Chapter Five. To address the 
third research question and project I commissioned (in conjunction with my duo partner) 
twelve new works for two pianos, and premiered those works in recorded live 
performances. This question is addressed through the New Works output, which focuses on 
seven of those commissioned works, and is discussed in Chapter Six. 
 
The commentary draws on different analytical approaches to discursively elaborate and 
interpret elements of each folio output. Piano Spheres is filtered through the prism of John-
Steiner’s theory of collaboration. Rink’s performer’s analysis informs Four Hands, and 
elements of New Works. Overall, the analysis is characterised by a stance which aims to 
connect performance issues to broader contexts including musical signification, social issues 
around collaboration, new music, Australian music, and of course, two-piano and duet 
performance. 
 
3.5 Summary 
The research projects identified above are focused squarely on knowledge pertinent to the 
duo piano performance context. Experimental music-based methods generated the artistic 
outputs, and interpretation and analysis is provided by the commentary. In making a claim 
for artistic methods and the tacit embedded knowledge those methods generate, I follow 
Borgdorff and enlist Kant’s notion of “cultural value” (Kulturwert), the quality through which 
art gives “food for thought and distinguishes itself from mere aesthetic gratification of the 
senses” (48). Following Borgdorff quoting Adorno, the words and concepts offered in this 
commentary are assembled around the three outputs such that the performances, 
understood as research outcomes, begin to “speak under the lingering gaze of the thought” 
(154).   
39 
 
39 
 
CHAPTER FOUR 
PIANO SPHERES 
 
4.1 Background and program 
RECORDING3 (Scroll down webpage for videos). 
This recital of duet and two-piano repertoire was performed at the series Piano Spheres, in 
Zipper Hall at the Colburn School, Los Angeles, on February 8, 2011. The complete Piano 
Spheres program was: 
GYÖRGY KURTÁG 
Flowers we are ... [embracing sounds] 
Hand in Hand 
Quarrelling 
Hommage à Paganini 
 
WITOLD LUTOSLAWSKI 
Variations on a Theme by Paganini 
 
HENRI DUTILLEUX 
Figures de resonances 
 
SHAUN NAIDOO 
Diamond Morning (2007) 
I Rite of Passage 
II Fear of the Moon 
III F-Sharp Wallah 
IV Diamond Morning 
 
~Intermission~ 
 
                                                          
3
 https://vimeo.com/album/1677909 
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PIERRE BOULEZ 
Structures Livre I 
 
GYÖRGY KURTÁG 
Fog Canon, from Játékok IV 
 
ROBERT SCHUMANN 
Two Etudes in the Form of a Canon - (arr. Debussy) 
 
PETER MAXWELL DAVIES 
1st Lesson 
 
JOHN ADAMS 
Hallelujah Junction 
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Fig. 4 VGPD performing Hand in Hand, Kurtág, at Piano Spheres, Los Angeles, 2011. 
 
Before addressing the research inquiry directed toward this output, it is necessary to 
contextualise Piano Spheres in the world of music. Piano Spheres is dedicated to new music 
and neglected works from the twentieth century, and has been running for over twenty 
years. It was founded by Leonard Stein, Arnold Schoenberg’s assistant in Los Angeles. It 
involves four solo recitals annually by a team of Los Angeles-based pianists, plus a guest 
artist (of which the VGPD was the 2011 representative). The audience is loyal and has 
developed a sophisticated appreciation for innovative and avant-garde piano repertoire. It 
42 
 
42 
 
was an ideal context in which to attempt an adventurous program with broader themes and 
critical engagement. 
 
4.2 Question, project and approach 
The research question examined through the Piano Spheres output is: 
 
What kinds of knowledge are generated by duo performance in Piano 
Spheres, both artistically and in relation to broader themes? 
 
The corresponding research project was: 
 
Explore a larger theme through a two-piano performance.  
 
The artistic research methods involved in investigating this question involved designing a 
program that revolved around a theme that could articulate both musical and broader 
ideas, in this case, collaboration. Collaboration as a theme was chosen as the result of an 
artistic hunch that something rewarding would emerge. Collaborative themes were built in 
to the choice and ordering of works, as well as into our understandings of the works as 
expressed through our interpretive choices. Reflective analysis of this output related its 
themes to John-Steiner’s theory of collaboration. 
 
4.3 Collaboration 
The experience of creating and performing this program formed the basis of a book chapter 
that, among other things, demonstrated a concern with generating musical meanings and 
understandings around the theme of collaboration, and expressing that theme as a shaping 
concept across a whole program. Relevant sections of the book chapter are incorporated in 
this chapter in the same way that co-authored publications that relate to PhD research may 
be included in a standard thesis.4 The requirement of being primary author is not easily 
applied in a work of artistic research, where both members of the duo could be considered 
                                                          
4
 In-text citations have been edited in the block quotations from Viney and Grinberg “Collaboration in Duo 
Piano” to be consistent with the citation style used throughout this commentary. 
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primary. All references to “the chapter” in this section refer to Viney and Grinberg 
(“Collaboration in Duo Piano”). 
 
The chapter analysed the Piano Spheres program and its various manifestations of 
collaborative themes through the lens of John-Steiner’s influential thinking around 
collaboration. Specifically, her proposed model (John-Steiner 197) of four collaborative 
patterns – distributed, complementary, family and integrated – could be observed. Our 
program at Piano Spheres can be interpreted as manifesting these patterns through a 
conception of the concert as a creative act of performed programming. The following 
passage from the chapter notes that: 
 
Our primary concern was in building a program that met the basic criteria of 
balance, diversity and quality, but also creating a narrative whole for the 
audience to reflect on as a coherent dramatic musical act. Cone describes the 
importance of critical thinking on the part of performers: “one can … view the 
performer as a kind of critic: to put it aphoristically: the performance 
criticizes the composition” (241). Over time, we developed a goal of creating 
coherence through a design that emphasised the variety of ways in which 
two pianos and pianists can collaborate. This came about through a sense of 
how the musical structures characteristic of the pieces we had chosen 
seemed to reflect collaborative themes, such as social interaction, 
complementarity and the integration of binary oppositions. This approach is 
supported by Rothstein’s argument for analysis to connect with an 
understanding of performance as a dramatic act (168). 
 
4.4 Kurtág -Lutoslawski set 
In order to achieve a program that thematicised collaboration we constructed various 
groupings of carefully ordered repertoire, some of which included theatrical elements. The 
first example, from the opening of the concert, was the most ambitious, in which we 
grouped the opening Kurtág pieces with the Lutoslawski. The chapter describes how our 
thinking was designed to: 
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demonstrate the social nature of duo pianism in musical terms. The first five 
pieces were performed as a set, without applause, with the aim of creating 
an extra-musical narrative thread exploring aspects of the social relationship 
between two pianists in performance. Given that two-piano music is an 
extension of four-hand one-piano playing, we sought to illustrate these 
origins by starting with a group of short four-hand pieces from Kurtág’s series 
Játékok (“Games”). These pieces were selected from different parts of 
Játékok, and were deliberately ordered to suggest an abstract musical-
dramatic narrative that can be summarised as follows: emerging sound, 
physical realities of duet playing, conflict, and resolution. 
 
Flowers we are … [embracing sounds] suggests the simple beauty of two 
people making sounds together, while also questioning the necessity of 
restricting each pianist to their physical location in front of the keyboard. 
Hand in Hand comments further on the nature of four-hand playing, with its 
friendly juxtaposition of the pianist’s hands on top of each other, achieved by 
restricting one pianist to black notes in one hand and white in the other, and 
vice versa. The selection of Quarrel, next, was designed to imply that cordial 
relations between the pianists had broken down (despite Kurtág’s efforts to 
achieve physical compromise in Hand in Hand), and a petty argument over 
pitches had broken out. The theatrical nature of the music is only implied in 
the score, but a performance that does not attempt to project a theatrical 
component could appear stilted. This dramatic and musical friction while 
seated at one piano inspired us to add a further semi-theatrical component – 
Viney was to be banished to the other piano, whereupon the new and more 
autonomous arrangement of one piano for each pianist was to solve the 
impasse. Kurtág's Homage to Paganini then functioned as release of tension 
from the aborted attempt to get along on one bench, and Lutoslawski’s 
Variations on a Theme of Paganini cemented the logic of the new 
arrangement in a display of virtuosity. The decision to link Kurtág-Paganini to 
Lutoslawski-Paganini was a conscious effort to underline the social features 
of duo playing. (168-169) 
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4.5 Figures de Résonances  
The theme of collaboration continued in the second work on the program. Henri Dutilleux’s 
Figures de Résonances manifests a complementary form of collaboration where the 
composer’s mirror and palindrome structures invite a mode of performance that 
emphasises the clear division of labour and overlapping values that John-Steiner identifies 
as characteristic of complementary collaboration. 
 
Now that we had achieved a physically unrestricted arrangement on two 
pianos, we could explore the musical potential this extra space afforded us in 
Dutilleux’s Figures de Résonances. Switching to two pianos greatly expanded 
the scope of individual freedom available to each pianist, and altered the 
collaborative relationship. By abandoning the hierarchical arrangement of 
one piano/four hands, we entered a more complementary mode of 
collaboration. Figures is a collection of four pieces that explore resonance 
and interactive sonority between two pianos. Dutilleux uses unusual pedal 
techniques and silently depressed chords and clusters to create sympathetic 
string vibrations between the pianos. Subtle and beautiful relationships 
develop between the two instruments, as acoustic phenomena interact with 
recurring pitches, sonorities and “mirror” structures. Mirror structures in the 
musical texture create poetic allusions to the very set-up of two pianos 
onstage; ends nestled together, pianists facing each other. Figures de 
Résonances encouraged in us a tangible sense of listening in an “indexical” 
mode, as we aimed to project the unique properties of resonance possible in 
a two-piano context. Examples of this include the very opening low B 
naturals, which must be played in such a way as to draw the listener’s ear to 
the subtle differences in timbral and spatial characteristics of each piano. 
Similarly, the following fortissimo gesture, designed to create sympathetic 
vibrations across the silently depressed pitches in piano 2, had to be carefully 
created. We found that…it was important for us as performers to listen to 
these sonorities and react in real time, entirely contingent upon the 
circumstances of piano, room, atmosphere and so on. (169) 
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4.6 Diamond Morning 
Shaun Naidoo’s Diamond Morning, was the final work in the first half of the Piano Spheres 
recital. Diamond Morning was an early commission of great personal significance to my duo 
– a significance that has only grown greater since the composer’s untimely and early death 
in 2012. Being fortunate to have such an accomplished composer as a close friend, it was a 
natural decision to commission a piece from Naidoo. We premiered Diamond Morning in 
2010, at the REDCAT Theater, Disney Hall, Los Angeles, and subsequently performed it again 
on our Piano Spheres program in 2011. While this performance did not project a sense of 
collaboration in an overt sense, it is worth describing some of the collaborative processes 
involved in its preparation for performance, as a demonstration of distributed collaboration, 
following John-Steiner’s model. Again from the Piano Spheres chapter: 
 
When commissioning Naidoo, we suggested he push the boundaries of piano 
technique. The rhythmic and technical complexity of Diamond Morning’s 
third movement, F-Sharp Wallah, offers significant challenges to the 
performer. Unique in its rhythmic organization, it is based on a repeating 
sequence of 43 very fast quavers, over which non-patterned rhythmic 
groupings are layered. A year elapsed after receipt of the score before we 
began to conceive of a means to play this movement. We experimented with 
overlaying barlines (essentially re-orienting the rhythmic structure) in such a 
way that helped us conceptualize and count the rhythmic structure in smaller 
units than Naidoo’s 43-quaver bars. This progress inspired collaborative 
interactions with the composer himself, through a dialogue aimed at finding 
a compromise between the composer’s vision, and what we thought we 
could physically and mentally manage. Naidoo’s attitude was that the score 
could be subject to modification based on mutual compromise. It was as if 
the score represented a malleable object, and we needed to find solutions 
for problems collaboratively. The process resembled Karl Weick’s notion of 
“collective sense-making” in terms of the need to ‘act in order to think’ (183). 
It was only by attempting to navigate the score through practice that 
problems could be identified and possible solutions considered. These 
collectively derived solutions ranged from straightforward re-arrangement of 
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material to more convenient octaves, through to radically different 
conceptualizations of rhythmic structure. Being familiar with Naidoo’s 
concert music, and also having heard him improvise on the piano, we felt well 
acquainted with his underlying musical impulses, and drew on these 
experiences to make suggestions that may not have been possible with 
composers less familiar to us.  
 
We feel that the process of engaging with, modifying, learning and ultimately 
performing Diamond Morning articulates the dynamic and changing 
collaborative processes inherent in this kind of activity. A distributed and low-
constraint arrangement initiated the process – Naidoo was to provide a 
score, we were to perform it. After receiving the score, our complementary 
skills worked collaboratively to make improvements to the score. The ease 
with which we made these adjustments was facilitated by our close 
friendship with Naidoo, and an intimate knowledge of his musical personality. 
Finally, we worked towards a performance that best transformed his vision of 
the piece, which only existed in his head up until that point, into our 
interpretive vision of the blueprint he had provided. This final stage 
represents an integration of creative thought between two performers and 
composer. (Viney and Grinberg 162-163) 
 
Examples of some of the modifications we suggested for Naidoo’s score include bars 18-21 
(See Figure 5) in which the offbeat figuration in the first piano appeared unfeasible at the 
tempo of 150 beats per minute (bpm). 
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Fig. 5 Naidoo, Diamond Morning, “F-Sharp Wallah”, bars 14-21. 
 
The following bars increase rhythmic complexity, shown here in Figure 6 to demonstrate the 
re-organization of rhythmic material in the second piano part. 
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Fig. 6 Naidoo, Diamond Morning, “F-Sharp Wallah”, bars 25-49. 
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4.7 Structures  
The second half of the Piano Spheres recital began with one of the most challenging works 
in the two-piano repertoire, Structures Livre 1, by Pierre Boulez. Again, from the chapter: 
The artist Georges Braque once described the process by which he and 
Picasso developed analytic cubism as being similar to a pair of mountaineers 
roped together (John-Steiner 68). Braque’s analogy was particularly apt in the 
Boulez – we experienced a sense of precariously relying on each other while 
scaling the mountain of Structures, Livre 1, our first performance of this 
daunting work. The density and complexity of Structures is well known. The 
scorched-earth aesthetic of the piece has repercussions for the pianists, 
namely, an extreme level of technical and structural difficulty, magnified by 
the need to frequently coordinate dozens of events that require split-second 
timing. A nail-biting experience, we had to place a significant amount of trust 
in each other, relying on a form of collaboration where mutual support and 
interdependence is crucial. John-Steiner identifies trust as a recurrent 
emotional theme within collaborative partnerships that exist over extended 
periods of time. A sense of “mutual care-taking” (200) in performance, 
including emotional and cognitive features, was crucial to navigating the 
performance. As opposed to Braque, whose mountaineering analogy was in 
the context of scaling the heights of a new artistic movement, our experience 
pertains to the sense that an artistic endeavour can draw on a privately 
developed, trusting relationship. While our performance of Structures was 
less than perfect on the occasion of this recital, those aspects that were 
successful were underwritten by the advantages afforded by our familial 
relationship. (Viney and Grinberg 169-170) 
 
The recital continued after the Boulez with something of a calming device – after the 
intensity of Structures, a set of pieces linked thematically by the contrapuntal device of 
canon was a means of restoring order. 
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4.8 Canonic set  
Kurtág’s Fog Canon, Schumann’s Etudes 1 and 2 and Davies’ Lesson 1 were 
also performed as a set, and came to represent an aesthetic embodiment of 
equanimous and complementary collaboration. Each piece in this section 
relates to the musical device of canon. John-Steiner refers to complementary 
collaboration as a caring and respectful form of collaboration “in which 
differences in … temperament support a joint outcome through division of 
labor” (70). The notion of musical canon threaded through this section of the 
performance was intended to create a highly complementary musical 
atmosphere. Each pianist took turns at being the leader or follower, retaining 
individuality, but combining parts to create a larger whole. (Viney and 
Grinberg 170) 
 
4.9 Hallelujah Junction  
The position of John Adams’ major minimalist work at the end of the 
programme was intended to evoke what we would now call an integrative 
relationship within John-Steiner’s theory. It functioned as the recital’s 
collaborative capstone, expressed both in the musical structure of the work 
and in our approach to interpreting it (as sonically unified as possible). The 
piece represents a highly synthesized musical language, employing tightly 
interlocked patterns, integrating the two pianos in a shimmering minimalist 
complexity unobtainable individually. Hallelujah Junction therefore served as 
a musically symbolic achievement of fully integrated collaboration – the end 
of a long process that weaved distributed, familial and complementary 
collaborative processes with in-the-moment phenomena such as flow and 
emergence. (162-163) 
 
4.10 Summary 
This chapter has described the way in which an artistic response to the theme of 
collaboration informed the Piano Spheres recital program design and interpretive choices. 
The subsequent analysis through John-Steiner’s theory in our book chapter enlarged the 
themes and deepened our understanding of the contextual contribution made by the 
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performance. Within the context of the broader thesis, this chapter highlights that the 
dyadic relationship between the two performers in duo and duet performance contexts can 
be a source of artistic knowledge that points toward and contributes to the broader world 
of knowledge. The following is from the conclusion to the Piano Spheres book chapter: 
 
Through a desire to present a programme characterized by critical awareness 
of analytical and dramatic features within the structure of the music itself, we 
sought to create a coherent and compelling programme at Piano Spheres. 
Collaboration was intended to be thematically recognisable to the audience 
through obvious acts of physicality and theatricality, as well as more subtly 
through programming design and even musical interpretive choices. These 
themes were projected in performance, and then emerged as a unifying 
factor when subsequently analysed more systematically using John-Steiner’s 
model. Cone’s notion of performance programming as a critical act is tested 
here, and found to be a fruitful way in which performers can engage with 
social and cultural themes more broadly through purely artistic means. (171) 
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CHAPTER FIVE 
FOUR HANDS  
 
5.1 Background 
This output is constituted by the VGPD’s CD recording Four Hands, released on October 7 
2016 by ABC Classics. Not only are all the works Australian, but the CD includes one VGPD-
commissioned work, and three other works that had not been previously recorded (Vine, 
Edwards, Kats-Chernin). Without the aid of previous recordings, our interpretations 
constitute the first performance documents of these scores, in the same way that all 
performances in the New Works output do. The CD includes the following repertoire: 
 
ROSS EDWARDS 
A Flight of Sunbirds, Nine Bagatelles for Piano Duet 
 
CARL VINE 
Sonata for Piano Four Hands 
Prelude 
Waltz 
Deuces 
Meditation 
Toccata 
 
PETER SCULTHORPE 
Four Little Pieces for Piano Duet 
Morning 
Sea Shanty 
Little Serenade 
Left Bank Waltz 
 
STUART GREENBAUM 
Sonata for Piano Four Hands 
Solar 
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Expanding Universe 
Earthrise 
 
ELENA KATS-CHERNIN 
Victor's Heart 
 
Fig. 7 CD Cover and track listing for Four Hands, Australian Music for Four Hands. 
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5.2 Question, project and approach 
The question examined through this output is: 
 
What kinds of knowledge are generated by a full-length CD of exclusively 
Australian piano duets? 
 
The corresponding research project was: 
 
Explore new and un-recorded Australian piano duet repertoire through a CD 
recording. 
 
To address this question, repertoire selection was again important. As noted, a survey of the 
Australian Music Centre’s comprehensive data base uncovered a relatively small number of 
works for piano duet (presently, that number is 122). Very few of those works were written 
in recent decades, fewer of which were by established composers and even fewer were 
written for concert performance by mature performers. The vast majority were written for 
children as pedagogical tools. If the piano duet was to be identified as a site of innovation, it 
would need to go beyond this context. Furthermore, if the Australian component of the 
question was to be meaningful, then established Australian works of visibility and stature 
needed to be included. Finally, if new ideas and meanings were to be uncovered, newer 
Australian works that added to the repertoire and looked to the future also needed to be 
included. The following brief outline of the works involved shows that a balance between 
established and new was achieved. All the composers on the CD are widely recognised as 
important figures in Australian musical life. One of the works is a new commission especially 
for the project, and three others had not been recorded. 
 
Edwards’ A Flight of Sunbirds was composed in 2001, but had not been recorded at the time 
of this release. We communicated with Edwards throughout the process and sent him a 
draft recording for feedback. Vine’s Sonata was composed in 2009, had not been recorded 
at the time of our release, and had received very few public performances since its premiere 
compared to performances of his solo piano repertoire. We communicated with Vine 
throughout the process, sent him a draft recording, and discussed the work after a live 
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performance we gave in Sydney, 2012. Sculthorpe’s pieces were arranged for his fiftieth 
birthday, and had been recorded but on a disc that is no longer commercially available. 
Sculthorpe died while we were still learning his pieces and we did not have a chance to 
discuss them with him. Greenbaum’s Sonata of 2013 was a VGPD commission, and ours was 
the first performance and recording of this work. The VGPD rehearsed and workshopped 
the piece with Greenbaum at the University of Queensland before the premiere. Kats-
Chernin’s Victor’s Heart was composed in 2007 and had not been recorded at the time our 
CD release. These works were prepared over a period of several years, each performed 
publicly, and in most cases multiple times (especially Vine and Greenbaum).  
 
This output finds that especially through the large-scale sonatas by Vine and Greenbaum, 
the piano duet remains a site of potential innovation for composers and performers. 
Through reflective analysis of the output, the role of imagery stood out as a major generator 
of ideas. This discussion of imagery forms the modest beginning of a discourse around these 
works, and our perspectives as performers contribute to the ways in which these musical 
artefacts “speak” their hidden, tacit meanings. Each of these issues is now discussed in turn. 
 
5.3 An original interpretive contribution 
The CD functions most broadly as a contribution to artistic knowledge and understanding in 
the contexts of Australian music, new music and piano duet music. It makes a critical 
statement, following Cone, as to the artistic value of these works, and by putting them 
together on a single CD provides a substantial performance document of Australian music 
for piano duet. It instigates a kind of “unfinished thinking” (Borgdorff 173, 181, 194) by 
suggesting the potential for future development and innovation in piano duet repertoire. It 
also assembles meanings around the notion of Australian classical music, to the extent that 
it is possible to identify a distinct body of work that fits that term. In contrast to Piano 
Spheres, this output is purely auditory, apart from any affective impact the CD booklet 
might have in terms of images and program notes. The program note I co-wrote with my 
duo partner provides a broad articulation of the significance of the CD as an artistic output, 
while also pointing towards its contribution as a research output: 
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This recording explores the unique creative world of two pianists 
collaborating at one piano. The music performed here is all by Australian 
composers, and was written in recent decades. After experiencing a relatively 
quiet 20th century, the piano duet as a genre is evidently making a 
comeback, revealing the medium’s continuing potential as a site of creativity 
and collaboration.  
 
Music for one piano four hands, as distinct from music for pianists 
performing on two pianos, goes back to the early years of the instrument 
itself, with familiar repertoire emanating from the latter half of the 18th 
century onward. Mozart, Schubert, Schumann, Brahms, Fauré, Debussy and 
Ravel all wrote significant original music for what the scholar Edward Cone 
has called “four-handed monsters”, a term that evokes both the genre’s 
runaway historical popularity and its striking visual impression.  
 
The five Australian compositions on this disc grow and build on that tradition, 
with ambitious largescale works of complexity and virtuosity, as well as 
miniatures that deal with the interior world of the human heart and mind. 
Despite the diversity of music on this disc – a fascinating variety of responses 
to the musical opportunities afforded by piano four-hand performance – 
there is also a unifying thread of dynamism and spirited energy.  
 
Ross Edwards’ A Flight of Sunbirds sets the scene with an affectionate nod 
toward the tradition of youthful duet-based musicianship. Nine (deceptively) 
effortless bagatelles convey an innocence and simplicity of expression 
through fleeting scenes of playful Maninya-style dances and poignant songs. 
This acknowledgement of the piano duet’s role in childhood music-making is 
similar to Robert Schumann’s Kinderszenen in one important sense: it is 
music that evokes childhood, but has an emotional and nostalgic tinge that 
best resonates with adults.  
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The term “piano four-hands” highlights the doubling of available fingers in 
the genre compared to solo piano. This extra “firepower” allows for musical 
innovation beyond what is possible in the solo context, whether individual 
composers choose to exploit that power or not. Carl Vine certainly chooses to 
take advantage of that potential. This substantial sonata not only amplifies 
the grand dimensions of so many symphonic transcriptions for piano four-
hands throughout the medium’s history, but also makes a rare contribution 
to non-programmatic large-scale original repertoire for piano duet. Exploiting 
the potential for fully worked-out four-handed counterpoint, movements 
such as Deuces experiment systematically with various combinations of hand 
and motif – a far less risqué approach to hand-to-hand pianism than was 
common in 19th-century duets, where physical proximity and arm 
entanglement at the keyboard was a socially sanctioned facilitator of 
Victorian-era romantic relations. This piece is especially significant in that its 
musical and technical problems are of a scale and scope similar to the most 
adventurous and challenging solo works.  
 
Peter Sculthorpe’s charming suite of pieces most clearly maps onto the 
historical tradition of creating arrangements for the benefit of pianists and 
any listeners that happen to be nearby. These four transcribed miniatures 
remind us that the late patriarch of modern Australian composition had an 
ability to craft exquisite melodies. A delicate and wistful quartet of beautiful 
tableaux, the Four Little Pieces for Piano Duet evoke, in turn, the most 
beautiful morning scene imaginable, a song sung on the sea, a gentle 
serenade, and a waltz for the Left Bank of the Parisian Seine.  
 
Stuart Greenbaum’s sonata makes the most recent contribution to large-
scale piano four-hand repertoire, with a work that draws comprehensively on 
the resources of two pianists in order to explore cosmic themes. Using 
innovative pedal techniques and musical structures to generate new 
approaches to sonority derived from four hands, this music also encompasses 
an array of disparate styles that somehow add up to a unified whole. Waves 
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of pure energy in Solar, and the eerie spinning quality of Expanding Universe 
give way to a moving and joyful folk-humanism in Earthrise.  
 
Finally, in Victor’s Heart, Elena Kats-Chernin uses the resonance generated by 
four hands on a keyboard to create an open-hearted sound – a salve for the 
pain endured by the family of a lost hero.  
 
These diverse works form the promising basis of a growing Australian piano 
duet repertoire that challenges and creatively progresses the medium. Each 
work reflects in its own way the enduring joy and musical satisfaction of 
playing piano four-hands. (Viney and Grinberg Four Hands) 
 
Both the Vine and Greenbaum sonatas are over twenty minutes long; such large musical 
statements alone constitute a significant contribution to the duet repertoire. The dramatic 
musical content and virtuosic writing in both works transcends expectations of domesticity 
or pedagogical attitudes to the genre. Very few works for piano duet since the time of 
Schubert have aimed for such a large musical statement in the medium. While the Edwards 
and Sculthorpe were aimed at younger players, the works are of a musical complexity 
depth, and difficulty in the case of Edwards. The virtuosity and brilliance of the Kats-Chernin 
similarly supports the finding here; that the piano duet, as demonstrated through this 
recording, has been and continues to be a site of compositional and performance 
innovation. 
 
5.4 Imagery 
The remainder of this chapter discusses the role of imagery in developing interpretations of 
the works on this recording – a recurring theme during the preparation process. By 
discussing the imagery I used in relation to these pieces, I again borrow Borgdorff’s 
evocation of Adorno and the assembling of ideas around a work. This discussion of the 
imagery used by me as a performer is not intended to make a concrete claim about either 
the nature of the works or the creative process, but rather to illuminate some of the ideas 
that I surrounded the artwork with while constructing it in practice, rehearsal and 
performance. While a listener who has not read this document would not be able to identify 
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the images used in the performer’s mind with any certainty, they perform an integral and 
essential role in the formation of innumerable tacit and non-conceptual musical nuances. By 
sharing the specific images here, an assembly of ideas surrounds the recording creates a 
context for it to begin metaphorically speaking its meanings. This development of imagery is 
never a fixed or finished process, and it points the reader and listener toward the possibility 
of generating their own imagery. In this way, recalling Borgdorff, the recording embodies 
art’s ability to set our thoughts and emotions in motion, toward that which we do not yet 
know (154).  
 
Some technical issues are also discussed below in relation to the sonata by Greenbaum. A 
loosely narrative approach is used to convey the reflective and autoethnographic 
interpretation of this output. 
 
5.5 A Flight of Sunbirds – Edwards (2001) 
RECORDING.5 
This CD presented a number of interpretive challenges, one of the most challenging being 
the issue of shaping in the bagatelles of Ross Edwards. Conceived as children’s pieces, their 
simplicity of texture is misleading. The exposed lines are difficult to shape on the piano 
(some movements are arrangements of wind instrument duos). The fourth of the set is 
illustrative of the problem, and is typical of the sparse and exposed texture throughout the 
set bagatelle (see Figure 8).  
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Fig. 8 Edwards, A Flight of Sunbirds, fourth movement. 
 
Perhaps due to my Russian cultural background and German-influenced musical education, I 
found myself using an expressive range and palette that did not seem suited to the style. I 
tended to over-emphasise details, often making musical gestures excessively expressive. 
Only after listening to the original version for two recorders (imitating ocarinas), and calling 
on a more naïve aesthetic, was I able to find my way toward an interpretation of the 
movement that felt right. This pattern was replicated in several other bagatelles.  
 
5.6 Sonata for Piano Four Hands – Vine (2009) 
RECORDING.6  
Carl Vine’s substantial Sonata for Piano Four Hands provided challenges on a larger scale, 
due to the orchestral conception and virtuosic nature of the work. Vine’s own program note 
gives a sense of the ambitious nature of the piece: 
 
In my earlier piano sonatas I occasionally wished that the soloist could grow 
an extra hand to manage all of the requisite notes. In the long run, adding an 
extra player seemed more prudent, and it now seems odd to me that the 
‘four-hand sonata’ has enjoyed so little popularity since the 19th century. 
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This is my first attempt to make a concert work of solid substance using those 
two extra hands which, by playing on the same (well-maintained and tuneful) 
instrument, have a distinct advantage over their ‘duo’ brethren if the two 
instruments concerned aren’t perfectly attuned to each other.  
 
The work falls into five sections played without a break. The extended, 
heavily rhythmic Prelude opens with a declamatory introduction revolving 
around a sequence of 16-note chords which, in just two bars, sound 65 of the 
88 notes on the keyboard. This leads to a gentle Waltz demanding great 
flexibility and sensitivity from the players. The central section, Deuces, 
methodically explores the six unique (non-directional) pairings of four hands: 
1-2, 1-3, 1-4, 2-3, 2-4 and 3-4. Each pair shares, in turn, a leading melody 
while the remaining two hands provide mellifluous interlinking 
accompaniments. The pairings evolve into a short, energetic bridge passage 
that falls precipitously to a reflective Meditation luxuriating in the sonorous 
resonance of a piano keyboard caressed by 20 fingers. This is succeeded by a 
fast-paced Toccata in triplet rhythms that progresses to a pounding finale. 
The sonata is ‘pure’ music with no specific accompanying narrative or poetic 
allusion. (Vine, 2009) 
 
Imagery again played a key role in shaping my interpretation of the work. Vine intended the 
piece to constitute a “concert work of solid substance” (program note), and symphonic 
connotations are suggested by the similarity of the piano writing to his orchestral writing. 
Vine, perhaps unusually for a contemporary composer, has been commissioned to write 
seven symphonies and ten concertos, and listening to this repertoire formed part of my 
process in learning the sonata. The implications were many, starting with the approach to 
sound of the first page, in which every single key is struck in a monumental statement that 
has to be conceived orchestrally to avoid harshness of tone. Contextual information such as 
this, not conveyed by the score, had significant impact on performance decisions regarding 
touch, tone, dynamics, phrasing, and other parameters. 
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5.7 Four Little Pieces for Piano Duet – Sculthorpe (1989) 
RECORDING7 
These duets are arrangements by Sculthorpe of pre-existing pieces. All of the works have 
titles of a poetically evocative sensibility. The ease with which I formed imagery in these 
pieces, through reference to the titles, contrasts strongly with the difficulty experienced in 
the less programmatic Edwards and Vine. 
 
The first piece, only titled Morning in the piano duet version, was originally a carol, Morning 
Song for the Christ Child. It was interesting that my conception of this movement felt more 
or less settled before I had learned about the original nature of the music as a carol. While 
the addition of Christian and Christmas imagery did somewhat alter my perception of the 
piece from a broad perspective, it did not, perhaps surprisingly, alter my conception of the 
sound quality or related nuances. The sense of purity associated with dawn and new 
beginnings had already clarified the kind of sound quality I sought.  
 
Sea Chant, the second piece, clearly refers to the kind of melody an imaginary sea-farer 
might sing on a long voyage. The sonic result of this image was not satisfactory at first, and a 
kind of rough quality to the sound bothered me. In order to soften the edges of the sound, I 
softened the edges of the image. Instead of a rough and ready sea-farer singing the melody 
in an imagined present, I added qualities of distance. Ideas like humming rather than 
singing, an older sea-farer nostalgically remembering a voyage rather than being on one. 
The important thing was not the specificity of the images in programmatic terms, but 
instead the affective impact the images had on my pre-conceptual and embodied tactile 
response to creating sound. 
 
Little Serenade, the third piece, required less effort in terms of developing imagery. Not only 
does the piece divide neatly in half with the right hand of each pianist carrying the serenade 
melody in turn, but the “little” of the title unmistakeably suggests a sweetness and 
innocence of expression. The title of the fourth piece, Left Bank, again does the work of 
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suggesting useful imagery. It refers to the left bank of the Seine, and a Parisian elegance 
informs most of the prominent musical parameters. 
 
All four of these pieces by Sculthorpe are melodious and tonal in a (mostly) functional 
diatonic sense. The reduction in need for performer-developed imagery due to a familiar 
language combined with evocative titles is the exception that proves the rule in other 
contexts discussed here. 
 
5.8 Sonata for Piano 4 Hands – Greenbaum (2013) 
RECORDING8 
As a commission by the VGPD, this sonata is important in the context of the artistic 
contribution this thesis makes. Not only has it been recorded on this CD, but it also led to a 
collaborative series of performances with The Queensland Ballet in 2015, where the VGPD 
performed the work as part of the company’s Dance Dialogues season. We performed 
onstage, rather than in the pit, and both performers and piano were physically incorporated 
into the choreographed dance routine. This constituted a contribution to musical knowledge 
flowing on to an artistic inter-disciplinary collaboration.  
 
 
Fig. 9 VGPD in performance of Sonata for Piano 4 hands at Dance Dialogues, Queensland 
Ballet, 2015. 
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In 2012 the VGPD commissioned Greenbaum to write a piece for piano duet through an 
Australia Council grant. Collaborative discussion with the composer mirrored the process 
described in Barrett, in that as the commissioner the VGPD was involved in early conceptual 
discussions about the work to be written (17). Subsequent activity included a workshop 
session in Brisbane in August 2014, immediately preceding the premiere performance at the 
Australian Piano Duo Festival. The work was recorded in December 2015 for inclusion in the 
Four Hands CD.  
 
I was not as familiar with Greenbaum’s music as my duo partner, but the evocative titles of 
the movements (Solar, Expanding Universe, Earthrise) and the composer’s own program 
notes provided enough imagery to begin developing an interpretive approach. The 
composer’s program note reads: 
 
This Sonata for Piano, 4 Hands presents three different solutions to the 
challenges of 16 fingers and 4 thumbs playing at the one keyboard. Running 
in parallel to this logistic puzzle is a contemplation of the Sun and Earth in the 
context of an expanding universe. 
 
Solar - Life on Earth is supported by the unique nature of our Sun (a yellow 
dwarf) and our distance from it. Recent observations of climate change 
underline the tenuous nature of this existence. It is anticipated that our sun 
will become a red giant in another 5 billion years and Earth would either be 
swallowed by the sun, or its water boiled away along with the atmosphere. 
 
The Expanding Universe is a theoretical premise connected to the 
cosmological model known as the Big Bang – a continuous expansion, cooling 
and thinning out of the matter that constitutes the universe. 
 
Earthrise is the name given to a photograph of the Earth taken by astronaut 
William Anders in 1968 during the Apollo 8 mission. It shows just over half of 
the Earth above the horizon of the moon – a reversal of what we would 
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normally see of the Moon above our own horizon. This captivating image – 
described as the “most influential environmental photo ever taken” – evokes 
a sense of the beauty (but also fragility) of our home planet. (Greenbaum 
program note). 
 
 
 
Fig. 10 VGPD performing premiere of Sonata for Piano 4 Hands, “Solar”, at the Australian 
Piano Duo Festival, 2014.  
 
I found that imagery was particularly helpful in places where I was unhappy with the way 
our interpretation had been developing. For example, in the first movement, the rhythmic 
grouping changes at the beginning of bar 36 from 12/8 to 3/2. I felt a lag in energy in our 
playing of this section, only resolved through a deliberate mental effort to understand and 
apply the movement’s indication of Charged to this particular bar. The forcefully inscribed 
penciled-in arrow marking in Figure 11 shows the forward direction I understood as implied 
by the charged “solar” imagery underpinning this movement. While it is written in the 
secondo part, these types of directions apply to both parts in duet playing, as unity of 
conception is crucial for ensemble. 
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Fig. 11 Greenbaum, Sonata for Piano Four Hands, “Solar”, bars 33-36. 
 
The third movement represented something of an aesthetic departure from normative duet 
performance, for me. Despite playing many pieces that involve popular influences, Earthrise 
seemed to be stylistically closer to popular music than I had previously encountered in my 
predominantly classical experience. My lack of “feel” for the rhythmic disposition led us to 
taking a much faster tempo than the composer had envisaged. So began a process of 
learning to identify with a different image of not only the music, but also of myself as a 
performer. Markings such as “BACK of BEAT” in large letters convey the mental effort I 
needed to reign in my traditionally linear impulses (see Figure 12). 
 
 
Fig. 12 Greenbaum, Sonata for Piano Four Hands, “Earthrise”, bars 30-33. 
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Finally, a note about practical issues; the performance of piano duet is rife with technical 
difficulties due to the lack of space afforded to two pianists seated at the same keyboard. In 
duet playing, the amount of space that separates the two pianists – who are used to playing 
with a whole keyboard to themselves – is reduced to virtually nil, with frequent bumps and 
hand crossings inevitable. Piano duet performance forces the performers into a proximity 
that is not usually required in other musical ensembles. The pianist’s standard physical 
relationship to the piano is necessarily changed, with both pianists placed at an 
uncomfortable angle to the instrument. This arrangement breaks the unity of finger-wrist-
arm-shoulder in the sound-producing mechanism. If this mechanism is out of alignment, a 
pianist’s posture changes and she has to invent new ways of producing the desirable results, 
without any musical-interpretive compromise. Tension often results because of this 
arrangement, requiring careful monitoring and adjustments. The VGPD has increasingly 
adopted a practical approach to resolving these difficulties, including the use of re-
distribution. Figure 13 shows an excerpt from Stuart Greenbaum’s Sonata for Piano Four 
Hands (2013) in which we made adjustments to the material, switching figuration from 
primo to secondo (bars 58 and 63). Redistribution and discussions with composers about 
redistribution such as this would be an interesting area to research further. As of writing, we 
have not informed the composer of this particular redistribution. 
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Fig. 13 Greenbaum, Sonata for Piano Four Hands, bars 58-65. Markings in bars 59 and 63 
show redistribution from primo to secondo. 
 
5.9 Summary 
This CD represents the first interpretation and performance document of a large proportion 
of important Australian piano duet repertoire. The Vine and Greenbaum sonatas – both first 
recordings – are particularly ambitious, their scale and scope indicating potential for a 
medium that has not traditionally been perceived as a site of innovation. These works, and 
our performances of them, challenge inherited notions of the piano duet as an intrinsically 
and inevitably a domestic genre. The discussion around interpretive issues in the 
preparation of these works suggests the importance of imagery in developing an 
interpretation and a sense of shape. The specific images discussed contribute to the 
assembly of thoughts and ideas around artworks that are tacit and non-conceptual, a small 
contribution to the process of allowing them to articulate their hidden meanings. 
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CHAPTER SIX 
NEW WORKS 
 
6.1 Background 
This output is comprised of a group of seven commissioned works, premiered by the VGPD 
at various times throughout the research period. A playlist of these works is available here.9 
One work has been released commercially on CD (Morton). The chapter is divided into two 
sections. The first is comprised of four works that not only contribute to the world of art, 
but are also contextualised in broader academic terms. The second section is comprised of 
three works that are included principally as artistic contributions. 
 
6.2 Question, project and approach 
The New Works output examines the following question:  
 
What kinds of knowledge are generated by the performance of new works for two 
pianos?  
 
The corresponding research project was: 
 
Create a performance portfolio of new compositions for two pianos. 
 
Throughout the research period the VGPD commissioned twelve new works, seven of which 
are discussed in this chapter. Each of the works has been performed more than once in 
public concerts, and most were recorded during a performance at the Campbelltown Arts 
Centre in New South Wales, Australia. All of the works have been played in Australia, some 
in the United States, and some live on national Australian radio (ABC Classic FM’s Sunday 
Live program). 
 
Reflective analysis informs the discussion and a loosely autoethnographic approach is 
employed throughout. Some analysis looks at the issue of performance-originated musical 
signification, while other works are discussed in relation to the metapiano concept that 
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initiated the whole project. All the performances here constitute contributions to artistic 
knowledge as the first recorded interpretive documents of these works. Significant potential 
was identified for the two-piano medium to functions as a site of innovation both in 
composition and performance, and a variety of performance-based ideas and meanings 
emerged in relation to each work, as discussed below. 
 
6.3 Touch Divided, Blocked – Sharlat (2015) 
RECORDING10 
The following discussion relates to Cook’s understanding of performance as a primary mode 
of musical signification. The premiere of Touch Divided, Blocked (2015) was a striking 
example of the character of a composition not being fully understood until a live 
performance had occurred. It is a work that extends compositional techniques in a way that 
significantly impacts performer physicality, and it required the development of specific new 
performance techniques, strategies and approaches. 
 
When my duo partner and I were students at Yale, one of our mutual friends was Russian-
born composition student named Yevgeniy Sharlat. In 2010, we applied to, and won, a 
Fromm Foundation Music Commission for a new piece for two pianos – which eventually 
was called Touch Divided, Blocked. We received the work in July 2015, and premiered it in 
September 2015 at the University of Texas, Austin. That performance was unfortunately not 
recorded due to technical error.  
 
Inspired by the approach of French Impressionist painters, Sharlat wanted to create the 
aural equivalent of their “granulated” visual technique (Sharlat program note). To achieve 
this, he extended György Ligeti’s blocked key technique, first used in the second movement 
of his Three Pieces for Two Pianos. In this technique, Ligeti has one hand playing rapid, even 
successions of notes while the other hand “blocks” some of the keys by holding them 
pressed down. Sharlat varies this by having us frequently blocking particular strings (rather 
than keys) with our left hand, while the right plays rapid melodic figures around those and 
other pitches. Figure 14 shows how this technique is notated, and Figure 15 illustrates the 
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technique in performance. The notes with diamond heads indicate strings to be depressed 
behind the damper with the left hand. 
 
 
Fig. 14 Sharlat, Touch Divided, Blocked, example of string blocking notation. 
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Fig. 15 Sharlat, Touch Divided, Blocked, VGPD performing string blocking technique. 
 
Touch Divided, Blocked uses this technique to achieve a complex polyrhythmic effect. 
Distributing two versions of the same melody between the two pianos, with one or the 
other blocking different pitches, complex rhythmic effects are more easily achieved. If both 
pianos use the technique at the same time, interlocking melodic ideas are possible. This 
sound is reminiscent of Steve Reich’s resultant melodic patterns in early process-driven 
minimalism. 
 
A key issue with Touch Divided, Blocked was its difficulty. The physical demands involved 
with reaching inside the piano to find strings and harmonics behind the dampers, while 
playing on the keyboard with the other hand, proved substantial. I found it hard, in 
particular to keep my right foot on the sustain pedal at the same time as finding harmonics 
on low strings with the left hand, with my right hand on the keyboard. I found myself 
stretched beyond my mid-range of motion in terms of legs, backs, shoulders, and forearm-
arm-wrist units. I had to constantly move left and right on the piano bench. In one section, 
both pianists needed to stand up and move to the far side of the instrument in order to 
achieve the required effect. Because of this sense of physical difficulty, the live performance 
at the premiere in Austin revealed a substantial aspect of musical meaning, character and 
signification that I had not been aware of in my conception of the piece until that point. The 
string-blocking technique contorted our bodies beyond normative pianistic parameters. The 
necessity of unusual amounts of movement conflicted with normative notions of proper 
pianistic etiquette and comportment. The pervasiveness of Western Art Music’s ostensible 
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preference for an undisturbed transmission of musical message from composer to listener is 
such that pianists are, as a rule, limited to a seated position with hands on or relatively 
nearby the keyboard. By considering the variable of bodily motion in relation to existing 
thought around normative pianism, I suggest that the degree of energy and dynamism 
communicated in the performance of Touch divided, blocked was related to the degree to 
which normative modes of pianistic comportment were transgressed by our bodily 
movement and gesture. This perhaps includes the extent to which observable in-
performance communication between the pianists was necessary.  
 
The innovation of the string-blocking technique in Touch divided, blocked extends the 
virtuosity required in similar works by George Crumb, presenting a wide array of physical 
problems and challenges. It necessitated corresponding innovation in performance, 
resulting in a significant amount of embodied, tacit, non-conceptual performative 
knowledge. 
 
6.4 Handwork – Bresnick (2014)  
RECORDING.11 
The discussion here focuses on a range of interpretive inputs generated by performer’s 
analysis. Some of those inputs were subsequently included in a performance note that was 
published with the score of Handwork by Carl Fisher, providing an example of a 
performance perspective being included in a published score. 
 
Martin Bresnick is the Charles T. Wilson Chair of Composition at Yale University. His two-
piano composition Handwork was commissioned by the Creative Collaboratorium at the 
School of Music University of Queensland. The official premiere occurred at New Music New 
Haven, Yale University, in October 2015.  
 
While preparing Handwork, we conducted a workshop with Bresnick in Brisbane, Australia. 
We found the discussion, and the imagery it involved, compelling. Our interpretation began 
to emerge with confidence only after this discussion had taken place. While Bresnick tends 
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not to officially attach specific images or associations to his music, (Viney and Grinberg 
performance note in Bresnick), more or less concrete associations and references pervade 
Handwork. A mysterious folk-song forms the basis of what is essentially a set of variations. 
The additional concept of a Beethovenian Fantasia also proved a helpful model in terms of a 
general performance approach.  
 
The melody from the opening evolves constantly, undergoing transformations that unfold 
subtly yet rapidly. Images as diverse as tango, Schubert’s keyboard music, and the second 
theme of Brahms’ Fourth Symphony, first movement, were all discussed in rehearsal, 
opening up our imaginative response to the music. We had been finding the recurring triplet 
idea in the melodic lines difficult. Having felt the texture of Brahms’ piano writing in 
Handwork, with the predominance of thickly voiced chords, thirds and sixths proliferating, 
we had been tempted to apply a broad or sweeping Brahmsian approach to the triplet 
figures. Still not happy with the results, we eventually settled upon a dance-infused triplet 
characterized by strict internal subdivision, overlaid with a “lazy” feel, by which forward 
motion is resisted. The final section of Handwork is based on the sound and texture of the 
Persian santur, which we naturally familiarized ourselves with. The instrument’s hammer-
generated resonance, rhetorical freedom, and other subtleties of nuance informed our 
approach here (see Figure 16). 
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Fig. 16 Bresnick, Handwork, santur section, with slur markings indicating our understanding 
of phrase structure, bars 188 – 218. 
 
Finally, Handwork’s fermatas presented an unusual challenge. More than a mere halt in 
motion, these fermatas create atmosphere, a space for reflection. We had been 
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underestimating the length of time fermatas (in Bresnick’s style) need to create the desired 
effect. For example, if the fermatas in Figure 17 are too short, and fail to create a big 
enough space for reflection, the special quality evoked in the moment where the melody is 
revealed to have been a Beethoven minuet all along (letter U) is less effective. 
 
Fig. 17 Bresnick, Handwork, 228 – end. 
 
These and other reflections on Handwork were condensed and expressed as a performance 
note in the Carl Fisher edition. Other contributions to the edition included a variety of 
performance markings, fingerings, tempo indications, and phrase demarcations. The 
performance note is reproduced here: 
 
Martin Bresnick’s diverse yet unified idiolect is shot through with imagery 
that can be of use to performers as stimulus. Bresnick himself resists 
constraining the interpreter’s own imaginative response. He is reticent to 
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share the conceptual background to his work, let alone prescribe 
programmatic narratives. Yet more or less concrete associations and 
references pervade Handwork, providing a path from which divergent 
responses may at least be explored with confidence.  
 
An unnameable folk-song of fictitious origin provides the kernel, 
underpinning what is essentially a set of variations. The concept of a 
Beethovenian Fantasia informs a broad sweep and sense of musical and 
intellectual freedom.  
 
The ever-evolving melody undergoes subtle yet brisk transformations, and 
remains the key musical protagonist throughout. The spirit of dance is equally 
important though, and the melody’s rhythmic potential is released in a quasi-
tango at letter D. At the same time, the particular nuance required by the alla 
breve is inspired by the propulsive accompaniment to the second theme in 
the first movement of Brahms’ 4th Symphony. Feeling a two-measure 
rhythmic grouping might help in this passage. 
 
The recurring triplet idea in the melodic line benefits from a particular 
approach. Pianists will likely feel the texture of Brahms’ piano writing in 
Handwork, with the predominance of thickly voiced chords, thirds and sixths 
proliferating. The temptation to apply a broad Brahmsian approach to the 
triplet figures, however, should be eschewed. Bresnick’s preference for a 
dance-infused triplet is best honoured by a strict internal subdivision, 
overlaid with a “lazy” feel, by which forward motion is resisted. On the other 
hand, grace notes (see letter B) should not be read “as fast as possible”. A 
deliberate, more folk-like approach will ensure these grace notes do not 
sound like mere poor ensemble. 
 
At letter H, familiarity with Bresnick’s The Dream of the Lost Traveller will 
help the performer create the determined yet calm focus of the Wanderer, a 
trope that underpins much of the aesthetic telos of his music. The strict 
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rhythmic nuance here paves the way for the wild ride through a quasi-
Bartokian improvisation and into the climactic canonic section. 
 
The section that starts at measure 126 is first and foremost a brutal, precise 
and heavily accented preparation for the climax at P. Bashing, however, can 
be avoided by hearing and articulating the fragmented contours of the 
original melody that still persist in this section. 
 
The sound of the Persian santur must be strongly embedded in the 
performer’s mind at Q. The instrument’s hammer-generated resonance, 
rhetorical freedom, and other subtleties of nuance inform the approach here. 
 
Finally, Bresnick’s fermatas (from 228 on, and also before Q) must perform a 
specific function – the creation of a certain kind of listening in the space. 
More than a halt in motion, Bresnick’s fermatas create atmosphere, a space 
for reflection. Typically, performers under-estimate the length of time 
Bresnick’s fermatas need to create the desired effect. That being said, the 
fermatas must be carefully listened to, and timed, so that there still remains a 
connection and sense of continuation with the ensuing music. 
 
Handwork is an enigmatic work. While traversing vast distances in terms of 
musical topography, it is also an interior journey at its heart. It celebrates the 
diversity of music in human culture, yet signals an ultimate unity of impulse 
behind them. Hopefully these thoughts and suggestions will be of interest to 
others studying Handwork for performance. (Viney and Grinberg in Bresnick) 
 
This performance note reflects the kinds of knowledge that derived from workshopping and 
performing Handwork. The composer evidently felt that these ideas were worth 
incorporating into the published score as a note, rather than finding ways to integrate them 
into the notation itself. This supports a conception of music as including important 
performance-based knowledge that is separate to the information embedded in the score, 
and that co-constructs the music’s meaning and identity. 
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6.5 The art of agony (Percy Grainger) – Davidson (2013) 
RECORDING.12  
RECORDING OF PERCY IN TRIPTYCH WITH GRAINGER13 
This section relates again to Cone and the notion of critical programming. In this case, old 
and new music is combined to generate associative resonances that comment on the nature 
of Percy Grainger’s music. The art of agony (Percy Grainger) is one of Australian composer 
Robert Davidson’s “speech melody” pieces, in which a recorded human voice accompanies 
live musicians, and forms the basis of the melodic and harmonic material through its 
naturally occurring pitch contours. The VGPD premiered The art of agony (Percy Grainger) at 
the Campbelltown Arts Centre in 2013. Figure 18 illustrates the speech melody technique. 
                                                          
12
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Fig. 18 Davidson, The art of agony (Percy Grainger), bars 16-21. 
 
The recorded interview that Davidson uses is between an American radio show presenter 
and Percy Grainger. It reveals interesting aspects of Grainger’s musical philosophy. The 
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interviewer starts out by calling Grainger one of the “sunniest and most cheerful living 
composers,” but Grainger subverts the conversation quickly, referring to music as the “art of 
agony.” The two pianos outline the pitches and rhythms inflected by the speaking voices, 
gradually taking over the texture in a flamboyant musical outburst that mocks the sunny 
and cheerful disposition the interviewer imposes upon Grainger at the interview’s outset.  
 
 
Fig. 19 VGPD performing The art of agony (Percy Grainger) at the Campbelltown Arts Centre 
Music Series, 2015. 
 
On three occasions the VGPD performed this piece as part of a musical triptych, with The art 
of agony “sandwiched” between two works by Percy Grainger (Horkstow Grange and Lost 
Lady Found). The three works were intended to form a weak form of “metacomposition” in 
the sense of being heard as a single unit. The idea of the triptych was intended to create an 
associative connection across time between heritage Australian music (Percy Grainger) and 
the recently composed piece by Davidson. This is essentially a critical shaping concept, 
where the shaping is extended across disparate works to create a larger whole. It is another 
iteration of the critical programming project we enacted more extensively in Piano Spheres. 
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The works were deliberately chosen from one of Grainger’s most well-known larger works, 
Lincolnshire Posy. These folk song arrangements ostensibly typify the style of music the 
American interviewer associated with Grainger, yet in this context, new associations 
emerge. Lines such as “music is the art of agony,” spoken by Grainger in the Davidson, now 
give the two folk songs a deeper and more intense perspective. Grainger filters the 
emotional world of the humble, suffering, yet uncomplaining elderly English peasant who 
originally sang Horkstow Grange to him so that it now inhabits a space of such noble 
humanity that the music seems to expand to the point of pain, heard in the sharp and biting 
dissonant harmonies at the climax. Similarly, The Lost Lady Found takes on new undertones 
- the unrelenting downbeat hammering of the kitchen cook’s large stick takes on an edgy 
quality reminiscent of some of Grainger’s more exploratory personal practices. We tried to 
incorporate these new understandings of Grainger’s music into our performance of his 
pieces through an emphasis on acute dissonance in Horkstow Grange’s climax, and through 
an almost sadistically unyielding rhythmic drive in Lost Lady Found. The performance 
therefore sought to uncover new understandings of Grainger’s music as well as bring a new 
work to life, connecting the two musical utterances in a way that transcends time and place.  
 
A performance of this work requires versatility through an affinity with traditional forms of 
musical expression as well as an ability to handle demands specific to contemporary music, 
especially the unique rhythmic challenge of accompanying recorded speaking voice. The 
performance of The art of agony (Percy Grainger) in the triptych setting can be heard here.14 
 
6.6 Individual works 
The final four works in this output (Hindson, Griswold, Ford, and Leek) are included in this 
study primarily as contributions to artistic knowledge – as the first interpretations and 
performances of new works. The recorded performances present my artistic contribution 
(albeit as a member of a duo) to the tacit and non-conceptual aesthetic knowledge these 
works embody. Interpretive issues are discussed and offered as useful information to other 
interpreters of these works and perhaps other works by these composers. All four works 
relate to the notion of metapiano, in which the opportunity for complexity and dialogue a 
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two-piano structure offers is exploited. In the case of Visible Weapon, the two pianists are 
accompanied by an electronic sound track and are called on to improvise in several sections. 
In The Unforgotten Call of the Night Parrot, a level of complexity not possible on one piano 
is employed to create the impression of cacophonous birdsong. In On Reflection, a variety of 
canonic approaches inform the relationship between the two pianos. Finally, the unusual 
context of two pianos and choir generates more birdsong, as well as a dialogic relationship 
between the two pianos in Warrumbungles Burning. 
 
6.7 Visible Weapon – Hindson (2014) 
RECORDING.15 
Matthew Hindson’s Visible Weapon was commissioned by the Creative Collaboratorium at 
the School of Music, University of Queensland. It was premiered in March 2015 at the 
Campbelltown Arts Centre Music Series (NSW), preceded by a preview performance at the 
University of Queensland, School of Music. An innovative composition that presents unique 
performative challenges, Visible Weapon is composed for two pianos and electronic 
accompaniment projected through loudspeakers. The score requires the performers to 
improvise a substantial amount of material in the piece (all of the slow sections), but 
includes virtuosic piano parts throughout the rest of the work. Figures 20 and 21 show an 
improvised section and clusters and vocalizations. 
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Fig. 20 Hindson, Visible Weapon, improvised passage.    
 
Fig. 21 Hindson, Visible Weapon, clusters and vocalisations. 
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Accompanied by a frenetic electronic accompaniment, the piece creates the sensation of 
hanging on for dear life. Hindson’s program notes provide context: 
 
Visible Weapon was written with the idea of confronting notions of violence 
in our society.  We are constantly bombarded by violence in the media, 
including most action films and TV series, especially from the US in which 
solutions are found more often than not through the barrel of a gun. In 
Visible Weapon I am responding to this culture of violence-without-
consequences, of the glorification of triumph obtained via a brawn-over-
brains mentality. The piano parts link in with the pre-recorded parts using 
extremes of virtuosity, as well as occasional improvisation.  It is meant as a 
bit of a tour-de-force for the pianists. (Hindson program note) 
 
The demands of maintaining pace with the hectic and unyielding electronic accompaniment 
make Visible Weapon a potential candidate for future research, a possible case study of 
traditional instrumental virtuosity in an electronic context. The artistic tension generated by 
this juxtaposition can be heard in the performance, where the naturally irregular, rounded 
and inexact acoustic piano-playing struggles to conform to the relentless, hard-edged, and 
unforgivingly angular electronic accompaniment. In terms of the metapiano structure, this 
work extends the already complex dynamic that exists between two pianos through the 
addition of electronic accompaniment. An unusual amount of energy is generated in the 
performance of this work, as the pianists walk a double tightrope; maintaining coordination 
both with each other, as well as the accompaniment. 
 
6.8 Unforgotten Call of the Night Parrot – Griswold (2013) 
RECORDING.16  
Erik Griswold’s work for two pianos was premiered at the Campbelltown Arts Centre Music 
Series (2015), preceded by a preview performance at the University of Queensland, School 
of Music. The principal challenges involved with Unforgotten Call of the Night Parrot involve 
coordinating the two piano parts in a texture that makes it difficult for the pianists to hear 
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each other and a highly complex and rhythmically virtuosic middle section. In terms of 
shaping, elongated segments of repeated notes in various related patterns surge in and out 
of focus, and create an image of overlapping waves of sound between the two pianos. A 
repetitive and minimalist atmosphere predominates, requiring particular focus on the part 
of the pianists. Shaping takes on an almost visual connotation in this piece, and requires 
careful calibration of touch and dynamics across long spans (see Figure 22). 
 
Fig. 22 Griswold, The Unforgotten Call of the Night Parrot, beginning.  
 
The virtuosic middle section (see Figure 23) along with the difficult-to-coordinate texture 
more generally, constitutes one of the special demands of performing contemporary music; 
frequent exposure to rhythmically demanding situations, many of which are uniquely so, 
often requiring new performing approaches and techniques. In this complex central section, 
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the work seems to respond to the metapiano opportunity by fully exploiting the capacity for 
a kind of organized cacophony. It achieves this by having the pianos play similar but slightly 
different music, in the same high register. Experimental rehearsal methods and visual 
communication strategies were developed to achieve successful performance.  
 
 
 
Fig. 23 Griswold, The Unforgotten Call of the Night Parrot, bars 162-170.  
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6.9 On Reflection – Ford (2013) 
Andrew Ford's On Reflection was premiered on Sunday Live, ABC Classic FM – a national 
radio broadcast in Australia in 2014. It was preceded by a preview performance at the 
University of Queensland, School of Music. On Reflection is dedicated to the memory of 
Elliott Carter. Ford pays homage to Carter through a highly structured music that employs 
quintessentially Carter-esque techniques such as metric modulation and stubbornly 
independent polyphonic lines. The piece is full of musical devices evocative of reflection, 
inspired by the nested setup of two grand pianos, in a sense mirroring each other; canons 
and palindromes predominate. The metapiano structure is expressed as a rigorous 
exploration of contrapuntal texture, to which a performance response is required in terms 
of the degree to which “structure” is then projected in performance. Figure 24 contains a 
four voice (double) canonic stretto, marked ff and “pounding”. It was difficult to hear all of 
the contrapuntal relationships, but it was a significant priority for us that we attempt to 
shape each line in sound as clearly as possible. 
 
 
 
Fig. 24 Ford, On Reflection, bars 126 – 131. 
 
Interpreting On Reflection involved a combination of traditional score analysis (mainly to 
find the canons and other imitative devices) with an attempt to relate the music to 
traditional structures of phrasing and shaping. Ford provides no clear indications of how the 
music divides into medium or small-scale sections. Finding ways to hear the music in smaller 
“singable” units was the approach we developed to perform this piece in a way that seemed 
convincing to our artistic judgment (see Figure 25). 
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Fig. 25 Ford, On Reflection, bars 179 – 183, with phrase markings added to facilitate 
segmentation and effective shaping. 
 
6.10 Warrumbungles Burning – Leek (2010) 
RECORDING.17 
One of the early premieres we gave during the PhD period was in collaboration with the St. 
Peter’s Chorale, directed by Graeme Morton.  Warrumbungles Burning for two pianos and 
choir, by Stephen Leek (winner of the Robert Edler International Prize for Choral Music), is a 
multi-movement work that explores themes of Australian wilderness and its relationship to 
fire. It was recorded on the CD Hot Sun, Cool Fire (2010).  This was one of my first exposures 
to Australian music, and fittingly, was overtly “Australian” in its soundworld. Leek’s use of 
birdsong throughout the first movement required a “dialogic” approach in performance, a 
way of playing that resembles the indexical mode referred to in the performance of 
Dutillieux in Piano Spheres. By these terms I refer to a non-conceptual form of 
communication between the pianos, essentially a call and response (without text) where 
the idea of dialogue and communication is embedded in the way individual lines are shaped, 
and particular effort is made to project that sense of dialogue in sound. It was in this way 
that the metapiano compositional structure manifested as a performance response. 
 
6.11 Summary 
This output sought to examine the following research question: 
 
What kinds of knowledge are generated by the performance of new works 
for two pianos?  
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The question was addressed by an ambitious commissioning program, with seven works 
eventually coming to fruition in performance – recorded and presented in this thesis. Each 
work was discussed in relation to interpretive questions, with signification, imagery, creative 
programming, and the notion of the metapiano as a compositional feature all emerging as 
themes. In relation to the literature of existing two-piano works, all the compositions in this 
output make a unique contribution; some of the unique interpretive strategies we 
developed to create the first interpretations of these works have been discussed. It was 
shown how each of these works generated both compositional and performance 
innovations. 
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CHAPTER SEVEN 
SUMMARY 
The overarching aim of the project was: 
 
To conduct artistic research in the context of duo pianism (both two-piano 
and piano duet performance) that results in artistic artefacts in the form of 
recorded performances as the primary outputs. 
 
The corresponding research inquiry was articulated thus: 
 
What new artistic meanings, understandings, and types of knowledge accrue 
through the performances and recordings in this study? 
 
This commentary has approached the larger aim and question by examining specific 
questions in relation to three major outputs generated by a sustained six-year artistic and 
discovery-led research project. After summarising those three outputs I will return to the 
larger aim and question. 
 
7.1 Piano Spheres 
Piano Spheres was a public recital, presented at an important series in Los Angeles devoted 
to new and neglected repertoire. It was an experiment in critically-informed programming 
that was subsequently analysed through the lens of John-Steiner’s theory of collaboration.  
By deliberately planning and presenting a programme characterized by critical awareness of 
analytical and dramatic features within the structure of the music itself, we sought to create 
a coherent and compelling programme at the Piano Spheres recital. Collaboration was 
intended to be thematically recognisable to the audience through obvious acts of physicality 
and theatricality, as well as more subtly through programming design and musical 
interpretive choices. These themes were projected in performance, and then emerged as a 
unifying factor when subsequently analysed more systematically using John-Steiner’s model. 
Cone’s notion of performance programming as a critical act was tested here, and found to 
be a fruitful way in which performers can engage with social and cultural themes through 
purely artistic means. 
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In terms of wider implications, Chapter Four showed that a significant number of ideas and 
amount of thought can be generated by a critical and creative approach to programming. It 
also showed that the dyadic relationship between two performers in duo and duet 
performance contexts can be a source of artistic knowledge that points toward and 
contributes to the broader world of knowledge, in this case knowledge about collaboration.   
While the output’s effectiveness is limited to some extent by the medium of video, (losing 
the live performance atmosphere), the Piano Spheres recital generated new artistically-
derived meanings and ideas around the theme of collaboration in a two-piano context. 
 
7.2 Four Hands 
Four Hands is a commercially released CD recording of Australian music for piano duet. It 
was the culmination of four years of learning and performing the repertoire that appears on 
the disc. By presenting the first recordings of four significant Australian compositions, 
including one commissioned specifically for this project, this output offers a contribution to 
musical knowledge, facilitated innovation in the genre, and challenged traditional notions of 
the piano duet as an inevitably domestic or pedagogical activity. By creating the first 
performance documents of these works, the CD initiates the beginning of a performance 
practice around them. The output also suggests the viability of the piano duet as a site of 
musical innovation and future development. Further artistic research can clearly be 
envisaged in the medium.  
 
The important role of imagery in my interpretive process suggests that imagery might be a 
particularly important input for performer’s analysis in the context of new works. Further 
research could be designed around investigating this from an empirical perspective in a 
larger sample. 
 
7.3 New Works 
New Works is an output comprised of seven individual works, all commissioned and 
premiered by the VGPD. Each recording represents the first documented interpretation of 
these works, in which compositional innovations have also required performance 
innovations. In Touch Divided, Blocked, an example of performer and performance-based 
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musical signification can be seen as supporting Cook’s call for a paradigmatic shift away 
from a purely score-based ontology of music towards one that has performance at its 
centre. It supports the notion that live performance affords unique opportunities for the 
production of musical meaning in the context of notated Western Art Music. In providing an 
example of new musical knowledge as performer or performance-originated, it suggests 
that certain epistemological perspectives may only manifest in the moment of live 
performance.  It also suggests that a premiere, or an early performance of a new work, has 
the potential to contribute most radically and substantially to the apprehension of new 
musical meaning and signification. This includes implications for the work’s future reception 
and related aesthetic discourse. 
 
The art of agony (Percy Grainger), as part of a triptych with two works by Grainger, provided 
another example of programming as a creative act to generate broader meanings. 
Handwork, provided a demonstration of the role performance-generated ideas can be 
articulated alongside a score, suggesting the epistemological value of those ideas. Visible 
Weapon required innovative performative responses in the context of extreme virtuosity 
due to a score that combines electronic accompaniment and improvisation. Unforgotten 
Call of the Night Parrot, On Reflection, and Warrumbungles Burning each revealed the way 
in which interpretations were related to the specific manifestation of metapiano as a 
structural element in each work. This is the least fully developed idea in this study, and a 
more systematic investigation of the relationship between meta-piano as compositional 
structure and interpretation is called for. 
 
7.4 Research inquiry 
The project’s overarching research inquiry was: 
 
What new artistic meanings, understandings, and types of knowledge accrue 
through the performances and recordings in this study? 
 
By assembling ideas, meanings and understandings around these artistic outputs, the works 
themselves began to speak in various ways. This commentary focussed principally on the 
theme of collaboration in Piano Spheres, the Australian context, expanded notions of duet 
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playing and imagery in Four Hands, and performer-based signification, innovative 
performance techniques, imagery and the metapiano notion in New Works. 
 
Secondary foci emerged in each chapter. Cone’s concept of the pianist as critic was tested in 
Piano Spheres, technical issues were touched on in Four Hands (Greenbaum), and New 
Works included another look at critical programming (Davidson), and performer-originated 
signification through a performance note in a published score (Bresnick), and new 
performance and interpretation contexts and strategies in the Hindson (pianos and 
electronic accompaniment), Griswold, Ford and Leek (two pianos and choir). 
 
It is acknowledged that the research is based on an emerging discipline, and one which is 
still being debated in the academy. The research may sit uncomfortably with those who 
prefer a closer alignment with the scientific model of inquiry. It is offered, nevertheless, as 
an assembly of thoughts and ideas around musical artefacts that have a claim toward 
originality, and that contain tacit and non-conceptual new musical knowledge.  
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